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ABSTRACT
This study will assess the solo guitar works of Cuban composer Leo Brouwer
(1939–present) in terms of influence from Santería, a ritual music derived from WestAfrican slaves and still practised in Cuba. This will be achieved by using both analytical
and evaluative processes. For the former, a range of influential parameters have been
identified, each falling under three strands: rhythmic and metric, structural, and melodic.
These will be revealed in all of Brouwer’s solo guitar works written from 1955 to 1993.
A parameter’s influence can be revealed in two ways: the multitude of its usage per piece,
or the percentage of the piece which contains that particular parameter’s influence. This
information provides the foundation of a number of assertions, chiefly that the influence
of Santería in Brouwer’s music is more prevalent than indicated in past research.
Evidence of this influence manifests itself early in his career and matures consistently
throughout all three of the composer’s compositional periods. Significant innovations for
each parameter are also revealed. These findings contribute to a greater understanding of
Brouwer’s compositional language.
The evaluative processes mentioned above regards the many strands, cultural
influences and conflicting opinions associated with Brouwer’s music. Considering these
is necessary to produce a nuanced, balanced and fully-informed approach. However, the
body of research on Brouwer’s works often displays the antithesis of the above by
absorbing often politicised opinions without objectivity, avoiding significant cultural
factors and giving more precedence to what has been said about the music, rather than
the music itself. This has resulted in some misreading of the compositional processes at
work in his music. Yet, this is understandable when discussing a Cuban art music
composer, such as Brouwer. An axiomatically complex country, Cuba’s history has been
marked by Spanish and American colonisation, slavery, mass immigration and
communist politics. This has pulled Cuba from one extreme to the next. Thus,
contextualising Cuban music is challenging. While Santería’s influence in Brouwer’s
writing has been acknowledged to some degree, its importance has been downplayed. The
lack of penetrative analysis reflects a greater trend in Cuba where elements of African
ceremonial music have been labelled as ‘negative culture’ and have been subject to
discrimination, scrutiny and censorship. These factors will be discussed with reference to
conflicting research on the macro processes of fusion between different cultures, often
discussed under the terms acculturation and transculturation.
xi

By casting a greater emphasis on structural, rhythmic, metrical and melodic
processes from Santería in Brouwer’s music in this project, a blind-spot in research can
be addressed. African influence is often referenced in the discourse on Brouwer’s music,
but not supported by comprehensive analysis. Perhaps identifying the African influence
in Brouwer’s solo guitar music may also illuminate its presence in his other works.

xii

INTRODUCTION
Overview
This study focuses on the solo guitar works of Cuban composer Leo Brouwer
(1939–present), with particular reference to the potential influence of Santería. This is a
ritual music developed by the Yoruba from West-Africa who arrived in Cuba through
slavery during the eighteenth and nineteenth centuries. While this aspect of his music has
been acknowledged to some degree, its importance has been greatly downplayed. This
acknowledgment often centres around some of Brouwer’s later works, such Rito de los
Orishas [Rites of the Orishas] written in 1993. However, when works from as early as
1955 are considered similarly, Brouwer appears to have been expressing these influences,
although by less obvious means, slowly maturing through to the mid-1990s, when Rito
de los Orishas was written.
It is from this inconsistency that the two central research questions of this project
emerge. The first is whether Santería indeed has a large-scale influence in Brouwer’s solo
guitar works. The methods of examining this influence will be discussed shortly and in
greater detail over the project. After surveying current Brouwer research for discussion
of Santería influence, very little emerged. This surely raises a second question as to why
these influences not been investigated. Answering this requires a two-pronged approach.
Firstly, the foundation of Cuba’s cultural self-reflection must be discussed. This
encapsulates the island’s history of Spanish colonialism, slavery, American neocolonialism and a move towards communism. The theories of influential essayist,
anthropologist and ethnomusicologist Fernando Ortiz (1881–1969) are considered
amongst these events. As such, two terms which describe how different cultures mix have
been referenced. These are acculturation and transculturation. Acculturation describes the
processes at work when a smaller outside culture is introduced to a bigger host culture.
This term is largely attributed to a 1936 study by Redfield, Linton and Herskovits. Since
then, studies in acculturation have documented examples of what are often deemed to be
the failed or successful assimilations of these small groups. Transculturation, a term
coined by Ortiz, was largely conceived as a rebuttal of acculturation but also fulfilled his
wish to define Cuba’s culture in unique terms. He viewed the many subgroups of slaves,
mixed race and Spanish peoples to be part of a ‘stew’, between which there was an equal
cultural exchange. The second prong considers the establishment of a communist
xiii

government in Cuba from 1959, which itself was built upon Ortiz’s legacy. As will be
discussed, from 1959, strictly enforced policies around cultural outputs have influenced
Cuba’s perception of Santería.
Accurately evaluating the music of Brouwer necessitates the consideration of
many factors: cultural, political and musical. This bolsters analytical findings with
context, balance and objectivity. However, the body of research on Brouwer’s works
often displays the antithesis of the above qualities; absorbing politicised opinions without
objectivity, avoiding significant cultural factors and giving more precedence to what has
been said about the music, rather than the music itself. This has resulted in some
misreading of the compositional processes at work in his music. Yet, this is
understandable when discussing a Cuban art music composer, such as Brouwer. An
axiomatically complex country, Cuba has a history marked by Spanish and American
colonisation, slavery, mass immigration and communist politics, which have pulled the
country from one extreme to the next.1 Thus, contextualising Cuban music is challenging.
Considering Brouwer’s career began from around 1955, it is significant that
research on his music only began to appear from the 1990s onwards. This ‘delay’ is
something of a common place, allowing for works to be disseminated and evaluated.
However, in Brouwer’s case, the communist revolution in 1959 appears to have
influenced matters. From this period, Cuba experienced economic and political isolation,
the former mainly driven by America. It took almost forty years for this situation to begin
to thaw, allowing for cultural figures, such as Brouwer, to extend their influence and in
turn, be subject to evaluation. A new discourse espousing Marxist rhetoric was initiated
during the period of isolation in communist Cuba. However, some aspects were still
informed by Cuba’s history of colonialism and slavery. The perception of traditional
African rituals in need of ‘correction’ was a common belief since the beginnings of the
slave trade on the island. This belief was carried into the communist period, becoming
known as the removal of ‘negative culture’.2 When Brouwer’s music began to garner
attention from the 1990s, although he appeared to display a universalist outlook, his

1

Furthermore, Katherine Hagedorn has discussed a native Cuban population, called the Arawak and
Taino, who were believed to predate any colonial occupation of the island. These indigenous people were
annihilated by the Spaniards in the first two centuries of slave trade. Hagedorn, K. J.: Divine Utterances
(Washington and London: Smithsonian, 2001), 184.
2
The origin, concept and impact of labelling some culture as ‘negative’ will be discussed in more detail
in Chapter 1.
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perception of African influence in his music was arguably informed by local Cuban
discourse on the subject.
Chapter 1 will contain a detailed discussion of Brouwer research, however, at this
stage it is appropriate to briefly summarise the research landscape. The earliest writings
on Brouwer’s music came direct from the composer. He published occasional essays in
Cuban journals (Clave, Cine Cubano, Casa de las Americas and Unión) over a twentyyear period from 1970. From the early nineties, these became less frequent. His essays
contain discussions central to Cuban identity; folklore, innovation, cultural fusion and
universality.3 The lacuna in research on Brouwer’s music was filled from around the
1990s onwards.4 As will be discussed, this research was based on the composer’s writings
(and some interviews) when referencing issues like cultural fusion and folklore. Between
1991 and 2009, four PhD dissertations were written5 and two biographies published in
2000 and 2004.6 Journal articles appeared slightly earlier, with an added matrix of
increasing publications in English language journals. From 1969 to 1986 only very few
articles were published in Cuban, German and Italian journals. The first English language
journal entry appeared in 1987 in the Latin American Music Review. From then onwards,
a proliferation began appearing in all established classical guitar journals.7 It is worth
noting that, excluding Clive Kronenberg’s article in the International Journal of Music
Education in 2013,8 none of these appear in peer-reviewed journals.9 However, many of

3

These essays are collected in Brouwer, L.: Gajes del Oficio [Perquisites of the Job], ed. Isabel
Hernández, N. Flores Carmona, intro. Isabel Hernandez (La Habana: Letras Cubanas, 2004).
4
There were two postgraduate dissertations before this, by Dean Paul Suzuki (1981) and Paul Century
(1985); Suzuki, D. P.: ‘The Solo Guitar Works of Leo Brouwer’ (MA diss., University of Southern
California, 1981); Century, P. R.: ‘Idiom and Intellect: Stylistic Synthesis in the Solo Guitar Music of
Leo Brouwer (Cuba)’ (MA diss., University of California, 1985).
5
See: Century, P. R.: ‘Principles of Pitch Organization in Leo Brouwer’s Atonal Music for Guitar’ (Ph.D
diss., University of California, 1991); Camacho, L. D.: ‘Interactions, Cross-relations, and
Superimpositions: The Musical Language of Leo Brouwer, and “Sobre Heroes y Rumbas”’ (Ph.D diss.,
University of Pittsburgh, 1998); Huston, John Bryan: ‘The Afro-Cuban and the Avant-garde: Unification
of Style and Gesture in the Guitar Music of Leo Brouwer’ (Ph.D diss., The University of Iowa, 2006);
Peñaranda, C. I. C.: ‘Leo Brouwer’s “Estudios Sencillos” for Guitar: Afro-Cuban Elements and
Pedagogical Devices’ (Ph.D diss., The University of Southern Mississippi, 2009).
6
See: Hernandez, Isabel: Leo Brouwer (Havana: Editora Musical de Cuba, 2000); Chizarīs, K.: Leo
Brouwer and the Music of Cuba (Athens: Ekdoseis Sygchronī Mousikī, 2004).
7
Including English language journals; Guitar Review, Classical Guitar and Soundboard; Italian journal Il
Fronimo; and German Journal Gitarre & Laute.
8
Clive Kronenberg’s research on Brouwer includes a postgraduate dissertation, several articles and a
PhD dissertation including a chapter about Brouwer.
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these articles are well-researched and informative. For the past forty years, Brouwer has
been an active participant in the discussion around his music. Naturally, this has impacted
narratives within scholarly research. Much of this research reflects the ideology of the
composer, which both demonstrates respect for Brouwer and a keen sensitivity to his
opinions and beliefs. However, some studies which do not adopt Brouwer’s position in
their analyses – most notably doctoral dissertations by Paul Century (1991) and Loyda
Dumille Camacho (1998) – have been criticised by other researchers and the composer
himself.10 Thus, the momentum created by the composer (through his writing and
interviews) has shaped much of the research into his music.
Contextualising Brouwer
Leo Brouwer, born in Havana in Cuba in 1939, is the grandson of Cuban composer
Ernestina Lecuona y Casado (1882—1951) and the great-nephew of composer Ernesto
Lecuona (1895—1963).11 The solo piano works of Ernesto Lecuona became
internationally known and were performed extensively during his lifetime.12 At a young
age, Brouwer was encouraged by his father, an accomplished amateur guitarist, to take
guitar lessons from Isaac Nicola.13 Nicola, through his teacher Emelio Pujol, had a lineage
connected to Francisco Tárrega, viewed as one of the founders of the classical guitar
repertoire and technique.14 Under his tuition, the young Brouwer developed standard
classical guitar technique while studying the instrument’s canonic works.15 Although this
excited and challenged him, Brouwer was ambitious to write new works for the
instrument.
After learning the so-called great repertoire, the grand repertoire ... I realized that
there were a lot of gaps. We didn't have L'Histoire du Soldat by Stravinsky, we didn't
have the chamber music by Hindemith, we didn't have any sonatas by Bartók. So, as
Theories Compared and Applied in an Analysis of ‘El Decameron Negro’ by Leo Brouwer’ (MA diss.,
McGill University, 1991).
10
Century, ‘Principles of Pitch Organization in Leo Brouwer’s Atonal Music for Guitar’; Camacho,
‘Interactions, Cross-relations, and Superimpositions’.
11
Crowe, in an interview with Brouwer in 2018, also mentions Brouwer’s second cousin, Margarita
Lecuano (1910—1981), who wrote the song ‘“Babalú”, which enjoyed worldwide fame through
actor/bandleader Desi Arnaz’s performances on the popular I Love Lucy television show’. Crowe, J.:
‘Leo Brouwer at 80: The Maestro Reflects on his Career as a Composer, Arranger, and Conductor’,
Classical Guitar, Summer (2018), 1–11, p. 2.
12
Ibid.
13
Additionally, Brouwer’s mother was a singer and multi-instrumentalist of note. Crowe, ‘Leo Brouwer
at 80’, 2.
14
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15
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62/245 (2008), 30–46 (p. 32).
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I was young and ambitious and crazy, I told myself that if Bartók didn't write any
sonatas, maybe I could do it. What a beautiful thing it would be if Brahms had written
a guitar concerto! But he didn't, so maybe I can. This was the beginning of
composing for me.16

This ambition, underpinned by Brouwer’s grounding in the repertoire, legacy and
technique of classical music, set the stage for his career. He began to draw from Cuban
culture to fill the so-called gaps in repertoire. While Brouwer has not re-created
Stravinsky or Bartók on the guitar, instead, he has developed an idiom for the instrument,
which expresses his Cuban roots: a mix of Spanish colonial and African influences. As
will be discussed, his place in Cuba’s history, specifically his interaction with the
communist government, has complicated the evaluation of his music. A multitude of
factors have amounted to a general obscuration of African influences in Brouwer’s music,
most notably, the trope of discrimination against, and censorship of, African culture.
However, as will be revealed, these influences manifest themselves in Brouwer’s music
through Santería, a religion whose development in Cuba was steered by the Yoruba
people from West-Africa.
Given the above, it is unsurprising that various studies of Brouwer’s music do not
include a detailed evaluation of the influence of traditional African music. I argue that
this omission reflects a larger scale uneasy relationship between African culture —
particularly ritual musical traditions — and government. Esteban Morales Domínguez, a
scholar on issues of race in contemporary Cuba, goes into some detail in reasoning this
uneasiness.
The fundamental problems that we run up against regarding the subject of race
include ignorance about it, continual avoidance of the topic, as well as insufficient
treatment of the subject. Many people feel that it is not worth talking about this
topic.17

There is a plethora of African musical traditions which have survived in Cuba, but the
foremost is Santería. Consequently, in addition to the fact that the composer has cited
Yoruba music as an influence during several interviews, this project focuses on the
influence of Santería in Brouwer’s music.18 By fully tracing the impact of this music on
16
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Study’ (MMus diss., University of Cape Town, 2000).
17

xvii

Brouwer’s output and determining its shifts and modulations over time, I hope to weave
this overlooked element into the debate on his music. While this goes against the current
trend in Brouwer scholarship, this thesis aims to reveal that Brouwer’s musical language
is steeped in the rhythmic, metrical, structural and melodic processes of Santería.
Brouwer’s works
In addition to works for solo guitar, Leo Brouwer’s compositional output includes
various chamber pairings, five string quartets, eleven guitar concertos, and a number of
film scores. For this study, however, only his solo guitar works will be analysed. This
approach is mostly steered by practicality. My analysis seeks to reveal trends of influence
over a long period, 1955–1993. Achieving this requires the inclusion of all solo guitar
works in that timeframe, thus allowing for little else. Brouwer began his career as a
concert classical guitarist and writes with great fluency for the instrument.19 In his PhD
thesis of 2006, John Bryan Huston supported this assertion, stating that the composer’s
‘imagination and compositional art seems most at home on the instrument on which he
began his study of music’.20 However, the composer has stated that ‘[y]ou cannot analyze
the guitar music without examining a hundred other pieces in between’.21 Some scholars,
most prominently Peneranda and Camacho (both of whom completed PhD theses on
Brouwer’s works in 1998 and 2009) support this evaluation; the latter included one of
Brouwer’s guitar concertos in his analytical sample.22 However, while the composer
likened his guitar works to ‘spotlights’ on a ‘highway’ and was at pains to highlight ‘what
happened in between’, these other works are beyond the scope of this study. There is a
potential to reveal the extent of Santería influence in Brouwer’s non-guitar works.
Analysing these works could reveal some interesting parallels and contrasts with those of
the solo guitar. Furthermore, it could be discussed whether the guitar works dominate
Brouwer’s expression of Santería or are they part of the greater trend in his output.
The periodisation of Brouwer’s career into three parts has emanated from
interviews with, and writings authored by, the composer. In 1988, Brouwer reflected on
changes in his musical language:
19
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My language has been almost the same for thirty years. I've followed something like
arc structure, which I love. I started with folklore and national roots. I gradually
developed into abstraction. I arrived at almost total abstraction in the '70s. And then
I came back gradually to national roots through a sophisticated romantic feeling.
Let's call it hyper-romantic, because what I'm using is an obvious cliché. It doesn't
have the feeling of a late Romantic like Barrios Mangoré or a pure Romantic like
Mahler.23

Thus, three periods have been delineated: early works (1955–1964), middle works (1964–
1981) and late works (1981–present).24 Naturally, researchers have followed these
divisions, often focusing on one period in particular, such as Century’s focus on the
middle period, or contrasting between periods, as with Huston.25 However, no study to
date has attempted to identify any similarities between each period and yet Brouwer’s
comment, ‘my language has been almost the same for thirty years’, suggests it is worthy
of investigation. Furthermore, there has been no evaluation of the influence of Santería
in Brouwer’s works on a macro level. This study will attempt to fill these two gaps
through a developmental analysis of Santería influence in all Brouwer’s solo guitar works
from 1955–1993. There are three reasons for this inclusive sample size. Existing studies,
which include a wide breadth of Brouwer’s career, tend to take one or two cornerstone
works from each period as samples for analysis. This approach succeeds in outlining
contrasts between periods. Conversely for this study, the inclusion of all Brouwer’s solo
guitar pieces over almost four decades, reveals both subtle and large-scale developments
in the influence of Santería. The second reason stems from socio-political influences.
Santería scholar Katherine Hagedorn has discussed Communist Cuba post 1990 and
observed: ‘Only the relatively recent and conscious emphasis on Cuba’s African origins
has allowed its scholars to begin to come to terms with its history of annihilation and
exploitation’.26 As will be discussed, deeply rooted historical issues around race had been
largely unresolved before 1990, despite the government’s assertions to the contrary. From
the 1990s, the institutional and correspondingly the public stance towards traditional
African music began to shift. However, despite some small societal steps towards
acceptance, the pace of change has been slow. These issues will be discussed in greater
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depth later in Chapters 1 and again in Chapter 6. The above corresponds fittingly with
Brouwer’s own periodisation of his compositional career, with the solo guitar work Rito
de los Orishas [Rites of the Orishas] (1993) marking an important place in his late period,
in that it reflects his mature style. By finishing the survey of works at 1993, this study
incorporates works that were composed within a particularly complex and changeable
period in Communist Cuba’s history. Lastly, from an initial evaluation of Santería
influences in all Brouwer’s solo guitar works, Rito de los Orishas (1993) represents a
high point or plateau. That is, these influences do not appear to develop or proliferate
significantly in works that follow. Again, the reasons for this perhaps derive from Cuba’s
policies regarding traditional African culture before the mid-1990s. Maybe for Brouwer,
an easing of the taboo around African culture resulted in less distillation of these
influences in his compositional voice. Alternatively, perhaps Brouwer had developed this
aspect to its fullest by 1993.
Methodology
To evaluate Santería influence in Brouwer’s works I have compiled a range of
influential parameters. They fall under three groups: rhythmic and metric, structural, and
melodic. The influence of each parameter is revealed in Brouwer’s solo guitar works in
either of two ways; the percentage or the multitude of its usage per piece. This
foundational data is contained in an appendix at the end of this study for reference (pg
249). This then contributes to the representation of overall trends, which are illustrated as
graphs throughout Chapters 3, 4 and 5. Additionally within these chapters, specific
innovations of usage will be detailed through score-based analysis. The combination of
both quantitate and qualitative analytical procedures provides a nuanced view of
Santería’s impact on Brouwer’s solo guitar works.
The methods by which I have chosen these parameters will be discussed in full in
Chapter 2, although, one influential source is worth mentioning at this stage, namely Jose
Manuel Lezcano’s doctoral thesis ‘Afro-Cuban Rhythmic and Metric Elements in the
Published Choral and Solo Vocal Works of Alejandro Garcia Caturla and Amadeo
Roldan’ (1991).27 Cuban Composers Caturla (1906–1940) and Roldan (1900–1939) are
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two towering figures in the island’s art music tradition. They were both key contributors
to a collective called Grupo Minorista, founded in 1923 by Cuban theorist Fernando Ortiz
(1881–1969).28 Ortiz was fundamental in the shaping of Cuba cultural identity and his
legacy will be discussed in greater detail throughout this study.29 The incorporation of
traditional African culture into Cuba’s national identity was one of the visions of the
Grupo Minorista. This approach was known as Afro-Cubismo. The thrust of Lezcano’s
study was to reveal the use of general African rhythmic and metric devices in a selection
of the composers’ works. This was achieved by first synthesising the most significant
rhythmic and metric elements in traditional African music. Score analysis uncovered
references to these influences, which were often obscured or highly developed. The
results were insightful, producing an in-depth view of African influence permeating
through the works. As will be observed in Chapter 2, Lezcano’s parameters for the
evaluation of general African musical influence serve as a starting point for my
parameters, used to describe Santería.
Multi-disciplinary approach
Research dealing with Leo Brouwer has been summarized briefly in this chapter
(pp. xiv–xv) and in greater detail with reference to African influence in Chapter 1 (p.
32ff.). However, while Brouwer is the central focus of this study, addressing the research
objectives necessitates several other fields of study to be consulted. These include studies
specific to Santería, acculturation and the theories of Fernando Ortiz. Additionally, more
general areas of research have been consulted, such as: West-African rhythmic and metric
practices, broad Cuban musical outputs and Cuba’s geo-political history. While it is
possible to reflect the broad gamut of research on Brouwer, these strands of study are
considerably bigger by comparison. This requires that just a sample of the available
literature is used.
Studies on Fernando Ortiz are limited to his publications and research which
evaluates the cultural legacy of his theories, most importantly transculturation. Amongst
Syncopation in Cuban Habanera, Brazilian Tango/choro and American Ragtime (1791–1900)’ (Ph.D
diss., Shenandoah University, 1999).
28
Kronenberg, ‘Guitar Composer Leo Brouwer: The Concept of a ‘Universal Language’’, 33.
29
Ortiz’s work as an essayist, anthropologist and ethnomusicologist of traditional music in Cuba
essentially shaped how Cuban music is viewed nationally and internationally. The term ‘transculturation’
was coined by Ortiz, and will be discussed further on in this study. This originally featured in Ortiz’s
1940 publication Contrapunteo Cubana del Tabaco y el Azúcar [Cuban Counterpoint, Tobacco and
Sugar], published by La Habana in Cuba.
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Ortiz’s many works, some key texts have been consulted. Hampa Afro-Cubana: Los
Negros Brujos (1906) and Hampa Afro-Cubana: Los Negros Esclavos (1916) provide
context for Ortiz’s early career.30 As will be discussed in Chapter 1, these texts both
reflect some of his latent discriminative beliefs towards Afro-Cubans as well as an early
awareness around the importance of the African population towards gaining
independence for Cuba. The former is softened and the latter refined in his following
publications, such as with the seminal Cuban Counterpoint, Tobacco and Sugar (1940)
and the much later work La Africania de la Musica Folkldrica de Cuba (1950).31 The
various commentaries on Ortiz’s career range from the overtly positive (such as with
Catherine Davies, Eugenia Demuro and Clive Kronenberg)32 to more neutral appraisals
(as with Robin Moore),33 to the highly critical (such as with Katherine Hagedorn and
Carlos Moore).34 In Chapter 1, this spectrum of opinions is interpolated with acculturative
studies, seen by Ortiz as something which derogated some cultures within a hierarchical
system. These are taken primarily from research by Melville Herskovitz, Young Yun
Kim, Floyd Rudmin and John Berry.35 While there is truth in Ortiz’s assertion, blindspots and contradictions in the Ortiz model reveal a far more complex and nuanced
picture.
There is an expansive research field associated with Santería. This accommodates
very specific and descriptive studies of the musical processes within the Santería
tradition, such as with Alejandro Carvajal Guerra and Don Skoog, Steven Cornelius and
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John Amira, Kenneth Schweitzer, and Thomas Altmann.36 Other angles of study — such
as with Katherine Hagedorn, Joseph Murphy, David Brown, Peter Manuel and Orlando
Fiol — reflect Santería’s context within Cuba’s socio-political landscape.37 A large body
of research provides a broader analysis of African cultures in Cuba, such as studies by
Aline Helg, John Kirk, Esteban Domínguez and Robin Moore.38 With each study, a more
nuanced picture of the hardships endured by the African population can be gained.
Particularly with Hagedorn and Domínguez. Hagedorn came to Santería initially as a
visitor to Cuba but was eventually initiated into the religion. She offers a very personally
driven account of both the intricacies of the religion and how it has been shaped by Cuba’s
political environment. Her account finishes in 2001 with a less than resolved relationship
between the communist government and the religion. While much research on this subject
has been conducted from outside of Cuba, very little has emanated internally. As such,
Domínguez’s contribution, which provides detail up to 2013, is valuable. He focused on
the many racial divisions which still persist in Cuba, drawing from an impressive pool of
data. The study of Santería also subtends issues around the African diaspora. Ritual
practices developed while in servitude have a capacity to give voice to the complex
cultural process which took place during the slave trade. These issues are reflected in the
works of Kofi Agawu, Toyin Falola and Jeff Pressing.39 All of the above enter into
discussion in Chapters 1, 2 and 6.
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In addition to studies more specific to Santería, research around West-African
rhythmic and metric practices bolsters the analytical chapters (3, 4, and 5) of this study,
drawing from research by Kofi Agawu, Christopher Stover and Mantle Hood.40 Gaining
a better contextual understanding of Santería necessitates reference to the many studies
on Cuban popular music forms. These range from Peñalosa’s The Clave Matrix: AfroCuban Rhythm: Its Principles and Origins (2009) which specifically discusses Son, to
research of Robin Moore and Peter Manuel which deals more generally with styles such
as danzón, son, nueva trova, timba and rumba.41 While some of this is of particular
importance to the music of Leo Brouwer (he mentions Cuban popular forms quite often
during his writing and interviews), they are not specifically discussed in this study.
Cuba’s history is yet another sprawling area of study. The country has become
involved with a multitude of globally impactful geo-political events; Spanish colonialism,
the slave trade, the rise of communism, neo-colonialism from the US, the cold war, the
Cuban missile crisis, being amongst some of the more defining. Discussions on the slave
trade draw from research by Herbert Klein and Ben Vinson, Basil Davidson and Philip
Curtin amongst others.42 There is an abundance of research covering the beginning of the
modern era in Cuba, that is, from the first sparks of communist revolution, to the running
of the new government. Much of this is has been produced from inside the insurgency,
such as with Jesús Guanche, José Angel Bustamonte, Martinez Fure and even speeches
and texts of Fidel Castro himself.43 These and other commentators on the periphery, like
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Harvey Cox, portray only one shade of Cuba’s political palate.44 This includes a vision
of a raceless Cuba, where issues such as discrimination, oppression and poverty are
heavily associated with Cuba’s colonial past. However, as will be discussed in Chapter
6, a fuller picture is observed through more recent research by scholars such as Kamilah
Majied, Odette Casamayor-Cisneros, Zuleica Romay Guerra, Esteban Domínguez and
Carlos Moore.45 In particular, Carlos Moore is critical of the wielding of oppressive
power, through censorship and manipulation, on behalf of the government.
Summary
An arc-like structure is used for this study. In Chapter 1, some key tropes which
link Leo Brouwer to Santería will be discussed. This helps to position the composer in
close proximity to Santería, a task which has yet to be realised in Brouwer research. The
chapter will begin by exploring the connections between the two, continuing by
contextualising Brouwer within Communist Cuba. The towering figure of Ortiz is
discussed through a reading of how his theories have endured the communist period and
Brouwer’s career alongside this context. Much research into Brouwer’s music has
followed Ortiz’s reading of Cuban culture. However, it is my assertion that these avoid
some fundamental truths about Cuba. Two central issues are raised here. Firstly, what is
Ortiz’s impact in shaping Cuba cultural self-reflection? Secondly, is it possible to relate
this context to Brouwer’s solo guitar repertoire? As such, what does this suggest about
the influence of communist policies on Brouwer’s repertoire? While these issues are
explored in Chapter 1, they are discussed more conclusively during Chapter 6.
Before the analytical chapters, some context on Santería is set out in Chapter 2
which also provides a resource towards informing the methodology used in the following
chapters. A brief history of how Santería came into existence takes in discussions of the
slave trade and colonial Cuba during the eighteenth, nineteenth and early twentieth
44
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centuries. From there, the musical components of Santería are detailed. This introduces
descriptions of the parameters of influence which permeate Brouwer’s solo guitar works.
These are formed under three broad strands: rhythmic and metric, structural, and melodic.
Each of the analytical chapters (3, 4 and 5) deals with one strand of influence, in the
sequence used above. These chapters consider single parameters of influence through the
sample timeframe (1955—1993). Multi-layered evaluations are revealed including the
macro trend of usage over that time (increasing, decreasing, exerting a level influence);
score-based analysis of how each parameter manifests; and, specific innovations and
developments of usage. From these findings, some commonly held assertions about
Brouwer’s repertoire can be challenged, providing a fresh insight into his compositional
language.
The final chapter of this study revisits the research questions and issues raised at
the beginning of the thesis. As such, parallels are made between Brouwer and the
communist government, through its perception of Santeriá. I have made these
connections by drawing from my analysis. This helps to enforce some assertions and also
deepen the extent to which these issues can be explored. This approach is contrary to
current research and as such, casts a new light on the composer’s compositional voice.
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CHAPTER 1 CONTEXTUALISING LEO BROUWER’S LINKS TO SANTERÍA
1.1 Overview
The central research objective of this thesis is the analysis of Leo Brouwer’s
works in terms of Santería influence. Chapter 2 will discuss Santería and the Yoruba
people who were at the helm of its creation. However, this will be preceded in this chapter
by an underpinning of the key issues which arise when considering the dialectic between
composer and influence. After all, solely analysing these works without considering such
factors reduces the significance of the findings, in that they would not reflect the many
complex socio-political issues present in Cuba’s musical landscape. Issues which need to
be discussed include how and when did the composer become exposed to African ritual
music? What effects did this have on his artistic outlook? How has Brouwer’s musical
direction been shaped by Cuba’s communist-led government? Informed by these cultural
forces, what is Brouwer’s perception of his own music, and what role does African
influence (specifically Yoruba) serve? Additionally, current research on his music will be
consulted for the latter question. These issues will be assessed in order to provide a
nuanced view of the complexities and challenges of perceiving African influence in Leo
Brouwer’s music.
1.2 Leo Brouwer and Santería
Brouwer has referenced Yoruba ritual music in interviews and to a lesser extent,
in his writings. The composer is inclined to focus on the spiritual aspect of Yoruba music
and how this has informed particular pieces, most commonly El Decamaron Negro [The
Black Decamaron] (1981), Rito de los Orishas [Rites of the Orishas] (1993) and guitar
quartet Cuban Landscape with Rumba (1996). For the latter, Brouwer’s thoughts on
Yoruba links were documented in the liner notes of a CD released in 1996.
It [Cuban black rumba] is an intensely dramatic ritual which perpetuates an Imperial
Bull issued by Spain in the 16th Century: this gave black slaves the right to gather
just once a year to dance and make merry. This ritual and its periodicity is still
handed down by oral tradition, long after the ordinance which caused it fell into
oblivion. The feast is held at the end of the month in the open to dance the rumba in
couples and sing all together (with a song leader) in the language of the Yoruba
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people (eastern Guinea), accompanied by a percussion instrument (if no drum is
available, a wooden chest is used).1

This shows Brouwer’s historical awareness of Yoruba slaves in Cuba; their culture,
customs and language. However, his references do not give any clear indication of how
he became influenced by Yoruba music. One of the more revealing statements from
Brouwer came from an interview with Clive Kronenberg in 1998.
I realised that the strongest thing that was magnetising me was the ritual music from
Yoruba roots. But especially the ritual music — the most ancient, which is the purest
one. […] When I was nine years old, this was the beginning for me. I was almost
illiterate. I didn't have any roots that led me into classical or African; it was just
mysterious intuition.2

Most importantly, this quotation indicates that Brouwer experienced Yoruba music as a
child. It also touches on two contentious issues: namely, defining the mix of influences
in Brouwer’s music, and also, the composer’s concept of Cuba’s cultural roots. These
will be discussed later, but firstly, Brouwer’s early experience of Yoruba music should
be considered. Some speculation is necessary however, as no other details of these early
experiences have been documented. In 1948, the nine-year-old Brouwer was living in a
country that was governed by American-backed political leaders. Cuba, still an important
hub for sugar production, was leveraged by the USA, through massive capital investment
and political loyalties. The impacts of this colonialism allowed little endorsement or room
for growth for traditional musics, such as African Santería and other forms of Cuban
popular music. They represented a culture on the island which clashed with the capitalist
outlook being fostered at the time. Mostly practised under secrecy, these musics were
viewed as backward or primitive by the dominant white upper classes on the island.3
Although it is evident that before then, Santería had been witnessed by the uninitiated
public, albeit rarely. Bode Omojola has described how the Osogbo Festival, significant
in the Yoruba calendar, was celebrated by the slaves wherever they settled.4 Other
festivals, involving syncretised saints from Yoruba and Catholic traditions, were also
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observed by the general Cuban public.5 It is likely that festivals such as these would have
allowed Yoruba customs to be displayed in public, but likely under strict supervision,
with restrictions to content deemed offensive to the white and creole populations.6
Significantly, in 1936 Fernando Ortiz organised an ethnographic conference focusing on
traditional African music, featuring the first public display of Santería music.7 Therefore,
it seems likely that Brouwer’s first experience of Yoruba music was through a similarly
public event, as the composer has never mentioned being involved in a private Toque de
Santo ceremony, something only initiates of the religion would attend.8
This raises an important question as to Brouwer’s experience relative to the
quality and meaning of a private ceremony. In Devine Utterances, Katherine Hagedorn
maintains that in Santería, ‘sacred and secular inform each other, use each other, and in
fact inhabit the same sphere of sacred intent’.9 Samuel A. Floyd Jr. parallels Hagedorn,
describing how there is indeed ‘no formal distinction between the sacred and profane
realms of life, or between the material and the spiritual’.10 So it could be argued that a
public performance of a Santería, experienced by Brouwer featured the same interaction,
intricacy and intensity of a private Toque de Santo ceremony, with the exception of
sacrifice. Hagedorn has discussed at length the persistent unease exhibited by the white
and criollo (mixed race) peoples in Cuba when confronted by the rituals of the African
population (Africanos), such as animal sacrifice.11 Over its long interaction with slavery
(1511–1870)12 and beyond, this manifested in a plethora of discriminative ways in Cuba:
outright oppression, discrimination, intrigue and ignorance. All of which, arguably, has
not completely faded to date.13 One element which has been cultivated over the years is
the etic fascination of these rituals, where participants are cast as primitive and
5
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subversive. Perhaps this cultural backdrop informed the young Brouwer as he
experienced Santería ceremonies, spurring on an intrigue for the spiritual world of the
Yoruba. Shortly after the communist revolution in 1959, Cubans were increasingly
exposed to Santería. However, as will be discussed later, the process of opening up
African heritage in Cuba was short lived, and not necessarily free from the discrimination
of pre-communist Cuba.14 Nonetheless, performers of Santería, who had before then only
participated in private, began to perform more in public.15
Evidently, Brouwer had plenty of opportunity to by influenced by public
performances of Santería. Given his strong endorsement of Yoruba influence in his
music, it is surprising that research into his music to date has not investigated this
accordingly. Perhaps it is understandable given Cuba’s deeply engrained and complex
relationship with its slave population, developed by Spanish, then American colonial
powers and arguably inherited by the current communist government. Researching
African influence in Brouwer’s work involves untangling elements of Cuba’s cultural
history which have been misappropriated. While some rhythmic components of
Brouwer’s music have been labelled as African, the trend in research has been to focus
on hybridity. This should ideally take African and colonial influence in equal measure
but is often characterised by a simplistic approach to African elements leading to an
under-representation of the latter.
Revealing Santería’s influence in Brouwer’s music through score-based analysis
(as will be shown in Chapters 3, 4 and 5) can be viewed as the most direct route to balance
this above issue. However, an approach which complements this analysis serves to link
Brouwer and Santería through narratives which shape the Yoruba community in Cuba.
These, I argue, have been absorbed into the composer’s compositional approach. Of
particular focus for this study are the themes of heightened intensity or frenzy,
transformation and the concept of roots, folklore and heritage; which will be discussed in
sequence below. These discussions serve to qualify the analytical pursuits in the middle
portion of this study, in that they support the link between Brouwer and Santería. This
proves that a study of this kind is necessary and long overdue.
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The charged atmosphere of Santería ceremonies has been well documented,
particularly in more recent times where researchers have given greater attention to
spiritual meanings.16 A spiritual landscape comprising the conjurations of deities
(orishas), cathartic dancing and singing, possession of initiates by said deities, and often
animal sacrifice, has set this ritual music apart from other music forms in Cuba. It is this
frenetic energy, supported by what are often perceived to be outlandish practices, which
has placed Santería in something of a conflict zone between different cultures in Cuba.
While Cuba’s government still attempts to manage these more controversial aspects,17
they are what attract outsiders to the tradition, none less than Brouwer himself. The
composer frequently refers to musical passages in his music which serve as conjurations,
or invocations.18 Brouwer appears to share the perception that music can pave the way
towards spiritual experiences, with musical insertions potentially conjuring ‘a different
way toward divinity, aggressive or yielding, spare or lush’.19 He has often discussed this
process, for example in Canticum (1968), where, during an interview with Clive
Kronenberg, he mentions the incorporation of ‘melodic elements which are announced’.20
In this piece, written during Brouwer’s middle, more experimental, period, these melodic
announcements, or conjurations, give rise to what he calls a ‘[k]ind of catalysis’ in the
attaca second movement.21 Discussing the movement’s ‘[i]ntoxicating’ intensity,
Kronenberg inadvertently links Brouwer to Santería, and what Jeff Pressing notes as the
‘cathartic quality’ of the music, ‘making it viable in achieving a personal sense of release
or relief’.22 It is this intensity, which in Santería eventually leads to possession, that is
often reflected in Brouwer’s music. The composer has never specifically referred to
possession in any of his writings or interviews. However, his pieces frequently include
conjurations, followed by periods of ever-increasing intensity and culminating in
explosive, frantic passages, followed by a dissipation of energy. It is possible that
possession, with its spiritual capacity to enlighten, is a feature of Brouwer’s

16

Recent works by Hagedorn (2001) and Schweitzer (2013) attempt to understand Santería in its own
terms. Earlier studies viewed practices, such as possession, through a Eurocentric prism, allowing varying
amounts of discrimination to enter into the evaluative process.
17
Domínguez, E. M.: Race in Cuba: Essays on the Revolution and Racial Inequality, ed. A. H. Nimtz
(EBSCO ebook academic collection: Monthly Review Press, 2013), 19/20.
18
This often involves certain sections being labelled as, conjuro, invocation, danza or similar.
19
Murphy, J. M.: ‘Chango ’ta Veni’/Chango has Come’: Spiritual Embodiment in the Afro-Cuban
Ceremony, Bembé, Black Music Research Journal, 32/1 (2012), 69–94 (p. 90).
20
Kronenberg, ‘Cuban Artist, Leo Brouwer, and his Solo Guitar Works’, 270.
21
Ibid., 270.
22
Pressing, J.: ‘Black Atlantic Rhythm: Its Computational and Transcultural Foundations’, Music
Perception: An Interdisciplinary Journal, 19/3 (2002), 285–310 (p. 286).

5

compositional approach. Interestingly, ten years on from his 1998 interview with
Brouwer, Kronenberg noted that:
In a similar manner to many of his earlier works, the piece [Rito de Los Orishas,
written in 1993] is motivated by Yoruban [sic] ritual music. The work employs
recurring notes in the bottom register, one of the composer's trademarks, which, in
this instance re-creates the intensity inherent in Yoruban [sic] ceremonial rites.23

Interestingly, this intensity was not attributed to Yoruba influence in previous research
by Kronenberg.24 He also implied that Yoruba character can be observed in Brouwer’s
earlier works, yet there is no corresponding analysis to support the idea.25
The concept of transformation, while arguably a narrative shared by all cultures
in Cuba, is of particular importance in the daily workings of Santería ritual practices. The
reasons for this importance originate from the realities of slavery over Cuba’s history.
The political, social and spiritual structures of the Yoruba people’s ancestral home in
West-Africa (the Oyo empire) were central in the regeneration of African traditions in
Cuba.26 The re-imagining of the Oyo empire in Cuba, resulted in the absorption of many
traditions from disparate African groups, and saw their synthesis under the Yoruba in
Santería. This process has become known as ‘shangonization’.27 Shango is the name of
an orisha (Yoruba deity) who, before being immortalised, was a ‘legendary sovereign of
the Yoruba imperial city of Oyo’. He allegedly used batá drums during his processions
in the city and to lead his armies to battle.28 The Yoruba’s harnessing of the Oyo empire
and shangonization will be discussed in more detail in Chapter 2. Underpinned by these
tropes derived from their African homeland, the Yoruba have always been acutely aware
of the importance of cultural roots. They relied on these ‘inheritances’, ‘stories and past’,
as a protection against oppression and servitude, as such, culturally transforming through
the slave trade.29 Toyin Falola describes how, ‘although they were physically perceived
as weak and powerless, they would construct themselves as mentally powerful by using
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the past as a resource’.30 Indeed, continuation, re-invention and sometimes the
consolidation or shedding of elements have been key in the Yoruba people’s development
of Santería, but always with one foot in the past. Peter Manuel and Orlando Fiol discuss
the consolidation which took place within Santería music:
This regularisation and consolidation that evidently occurred in ocha [orisha] music
also can be seen as related to another general process, by which a decline in text
orientation led to a greater emphasis on and cultivation of purely musical aspects.31

As Santería absorbed the ceremonial cultures of many different African peoples who very
often did not share the same language, the importance of language diminished. This gave
Santería a powerful expressive quality, which did not necessarily require the observer or
participant to know the meaning of each song. This potent musical focus intensified the
impact that Santería had on Brouwer, and it was, perhaps, through the narratives
associated with Santería that he shaped much of his compositional approach.
In 2006, Huston discussed Brouwer’s predilection for his works to be regarded as
a process of transformation, citing from one of Brouwer’s essays ‘La Música, lo Cubano
y la Innovación’ [Music, Cubanness, and Innovation] originally published in 1970.32 In
the essay, Brouwers discussed this aspect of his compositional approach.
Which are the elements of the past that persist in the present? Is it valid to freeze
definite elements from a particular historical moment? A regressive perspective that
repeats the past in a literal manner would be of course an absurdity, above all in a
universe such as ours that is based on the dialectics of continuous transformation.33

It is interesting how both Brouwer, and then Huston, in his commentary, emphasise the
importance of transformation in Cuban history. However, no reference is made to African
traditions on the island, which underwent such a profound transformation from continent
to continent, fuelled by centuries of oppressive slavery. Additionally, both Brouwer and
Huston do not discuss the healing and transformative processes integral to Santería and
indeed, Catholicism in Cuba. The relationship between Catholicism and Santería in Cuba,
where the ‘enactment of physical suffering and consequent chance for transformation’
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link the two religions, are discussed at length by Hagedorn.34 She observes that the
communist government has long adopted a continuous campaign against religious
groupings, limiting their growth through censorship, lack of support and oppressive
policies. It may well be the case that the tense relationship between religious groupings
and government in Cuba has influenced Brouwer’s reticence; an issue that will be
discussed later in this chapter and extensively in Chapter 6.
In 1995, Brouwer was a little more forthcoming about linking African
transformative processes with his writing. In discussing his seminal solo guitar work Rito
de los Orishas (1993), he described the piece as ‘a sort of continuous story, about the
ritual meeting of the African gods’.35 However, seven years earlier, in 1988, he argued
that African slaves arriving to Cuba ‘preserved tradition; they didn't develop tradition
because they were so far from the source’, but also added that ‘[i]n Africa evolution
continues, but not in Cuba’.36 This contradiction perhaps reflects the Cuban government’s
policies at the time, which strongly opposed the practice of African rituals for their
obvious conflict with communist atheist ideals.37 Furthermore, Brouwer’s changes
between acceptance and rejection of African themes in his music mirror the communist
policies in managing the ‘negative culture’ associated with traditional African rituals.38
Again, these correlations between composer and state will be further discussed later in
this chapter and again in Chapter 6.
Brouwer has discussed at length the theme of roots, folklore and heritage in his
works. He has often included African involvement in describing Cuba’s cultural roots. A
much-quoted passage from his 1970 essay, ‘Music, Cubanness, and Innovation’, includes
a breakdown of these cultural roots:
1. The rhythm of drums of African origin.
2. The guitar and its variations, representing Spanish roots. The guitar is used in the Cuban
Nueva Trova, and also in the controversia campesina (peasant controversy song). The latter
also uses as a main instrument the Cuban laud (Cuban lute) and the Cuban tres.
3. The voice, including the Spanish Guajira, the Italian opera and salon song, but "cubanized"
by the language.
4. The musical form of two dance types: elementary, from African rituals, and sophisticated,
from Spanish ballroom festivities.
34
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5. The piano contradanzas composed by Manuel Saumell, which were influenced by
Schubert's harmonic style and include rhythmic elements of folklore.
6. The presence of the 19th century rhythmic structures of the danzon, danza, and contradanza,
in the piano music of Ignacio Cervantes, in this case with Chopin harmonic style.39

Brouwer argued that ‘[i]t is absolutely necessary that we know the historical past to create
in the present, in our ‘today’’.40 It is interesting that, of the six points, African influences
appear only in points one and four, only in a supplementary capacity in the latter. In
comparison to detailed colonial influences, such as specific instruments and dance forms,
African involvement is described rather simplistically by ‘the rhythm of drums of African
origin’ and dance types from ‘African rituals’. This appears to demonstrate an uneasiness
on Brouwer’s part to elaborate on African themes in Cuban music. While he
unequivocally regarded knowledge of these roots as vital to the progression, or
transformation, of Cuba’s musical identity, his summation is clearly imbalanced with an
emphasis on colonial forms. This has, perhaps, framed much of the discussion around
influences in his music, which has never subsumed the Yoruba concepts of
transformation, or preservation of heritage through ritual. In the same essay, Brouwer was
quite prescriptive about how his music should, or rather should not, be analysed. He
criticises analyses that focus solely on the ‘technical components’ of music, thus
excluding the composer’s context.
Most of the time music is analysed on the basis of its technical components (a partial
analysis), and the context—philosophical-social, political, and particular—in which
the composer created such music is almost always excluded. This context, which
synthetically can be called the composer’s experience, influences music—in the long
run—to a greater extent than the technical aspects, which are nevertheless
indispensable.41

The first two extensive studies on Brouwer’s music, doctoral dissertations by Paul
Century (1991) and Lloyd Dumille Camacho (1998), do not consider the context for
Brouwer’s music. Instead, Century’s study offers an analysis of Brouwer’s middle period
avant-garde influenced works, using pitch set analysis.42 Although he recognises the dual
influences of African and colonial music in Brouwer’s compositions, Century does not
focus on isolating or revealing the impact of these two influences, appearing to view
Brouwer’s repertoire as a new creative object requiring redefinition. Century does not
39
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consider, in Brouwer’s words, the composer’s ‘philosophical-social, political’
environment. Century studied for a short time with the composer, also conducting an
interview which culminated: ‘Leo Brouwer: A Portrait of the Artist in Socialist Cuba’, an
article published in 1987. Seven years later, in 1998, Camacho’s study, focusing on
Brouwer’s later works, again paid little attention to contextual issues. 43 Camacho argues
that Century’s focus on pitch sets did not fully encapsulate Brouwer’s musical phrase and
methods of building small and large-scale structures. Rather, he views ‘Brouwer’s
musical ideas as units analogous to words or phrases in spoken language for which the
most part remain recognisable as they appear regardless of change of context or
variation’.44 The two other doctoral studies on Brouwer’s music are more in line with the
composer’s own views on analysis and Cuban culture. Huston (2006) and Carlos Isaac
Castilla Peñaranda (2009) both reveal a musical language which is heavily influenced by
Cuban popular forms, such as son. Much of this contextualization is informed by the
composer himself. Huston even mirrors Brouwer’s earlier comments on contextually
informed analysis:
Analysis using strictly traditional (European and North American) formal, harmonic,
and melodic analytical methods consistently lacks vital cultural information and
therefore cannot properly inform interpretations, or draw meaningful conclusions.45

However, there are only isolated references to African traditional music. Both authors
deliver their analyses in this regard by revealing rather obvious rhythmic patterns.

Peñaranda goes further in describing Brouwer’s sense of cultural representation
in his music by citing the term, ‘Lo Son’. Taken from Isabelle Hernandez’s biography on
Brouwer (2000), The term ‘Lo Son’ uses the word son, after the Cuban popular music
form, but is not directly translatable. It is difficult to decipher whether the term originates
from Brouwer or Hernandez, but both use it to encapsulate Brouwer’s compositional
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aesthetic. 46 The composer describes how Lo Son ‘is related to a new category of Cuban
thinking and a convergence of a cultural identity’.47 Interestingly, it describes a mind-set
encompassing a fusion of Cuban cultures, including African, yet Peñaranda primarily
focuses on the influence of Cuban popular music alone.
When Brouwer’s career is viewed on a macro level, Santería themes can be
identified through the music itself and the composer’s writings and interviews. Santería
has retained connection with its African roots by keeping ‘Oyo alive in Havana’.48
Similarly, Brouwer has used his conception of them to move through different
compositional phases. In his essay ‘Música, Folklore, Contemporaneidad y
Postmodernismo’ [Music, Folklore, Contemporaneity and Postmodernism] published in
1989, the composer asserts that postmodernism draws from heritage, giving Cuba a
special affinity with the movement.49 Brouwer connects these roots in order to move
forward into his new postmodern phase of composition in the early 1980s. Similarly,
Brouwer harnessed them to move forward into an avant-garde phase during the 1970s.
During an interview conducted in 1988, he stated that ‘the essential elements of the
national roots of any country are absolutely abstract’.50 This served as a justification of
his removal, or obscuration, of Cuban folkloric themes during his avant-garde phase. He
correlated the building blocks of many forms of music, stating that the roots of all music
are more or less similar, essentially dismissing the uniqueness of Cuban culture. During
an interview some twelve years later, Brouwer had a different opinion of this period. He
stated that he was ‘naturally curious’, but ‘always kept an element from the Cuban past’.51
Regardless of the consistency, or lack thereof, of Brouwer’s perception of roots, his
affinity with them, is mirrored in Santería. While the views of a composer and religion
are not analogous, Brouwer’s reliance on his heritage for compositional direction does
correlate to the shangonisation that fuelled the growth of Santería in Cuba. By 1995,
Brouwer moved closer than ever in acknowledging the overall importance of African
traditions in his writing, alluding to an attempt to capture ‘the religious character of the
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Africans’ when discussing his piece Rito de Los Orishas (1993). He went on to equivocate
these religious characters as a ‘large element of his Cuban culture and roots’.52
1.3 Politics, policies and perspectives
Many moments are significant in terms of contextualising attitudes towards the
African population in Cuba. However, the majority of scholarship is concerned with three
key areas: the turn of the twentieth century, the writings of Fernando Ortiz and the
collapse of US colonial involvement in Cuba in 1959 leading to the adoption of a
communist state. This section will primary evaluate the legacy of Ortiz, with some
reference to the other areas of study. After this, some commonly held perceptions will be
challenged. This can often be linked to Brouwer and his music however, many issues
require a wider focus to be taken, incorporating general perceptions of cultural.
Brouwer has mentioned very little about his relationship with the communist
government in power in Cuba since 1959. However, he is candid about his decision to
move back to Cuba from the USA when the conflict between the two countries began to
escalate. This decision was partly informed by his own Marxist beliefs, upon which he
expanded later during an interview with Paul Century in 1987: ‘I will think all my life in
many ways as a Marxist. Marxist dialectic laws are always connected with the
mythological, theoretical laws of nature, and then it's the only way to connect nature with
history which is never nature, it's built by man’.53 The laws, themselves an adaption of
Hegelian philosophical thought by Karl Marx and Friedrich Engels, set out three
principles: the unity and conflict of opposites, the passage of quantities changes into
qualitative changes, and the negation of the negation. They form the bedrock from which
communism was born in Cuba (and indeed other communist states such as Russia and
China). Brouwer’s interest in dialectic laws gives some indication of his connection with
communism. During 1959 and 1960, Brouwer had spent a short time studying at the
Juilliard in New York.54 However, when the revolution succeeded, however disastrous
this was to prove for the country’s economy, the twenty-year old Brouwer decided to
build his career from within Cuba. With so many intellectuals, writers, musicians and
similarly creative people flooding out of Cuba during this time, Brouwer’s choice is
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significant. Regardless of the composer’s omission of political discussions during
interviews and writings, this act alongside the policies of that movement, must have
shaped his outlook and importantly, his perception of African influences in his works.
While Ortiz’s writings are often viewed as a departure from highly discriminative
attitudes towards African traditions at the turn of the twentieth century, certain
discriminative tropes appear to be carried through into Cuba post-1959. Thus, it is hard
to conceive that Brouwer’s attitude towards African influence in his music would not be
affected by this narrative, despite his assertions that politics are not important to him.
When I talk about Cuba, I never think of the president of our country. I think of José
Martí one of the great poets of the 19th century. I think about the painter Carrero
Moreno or Alejo Carpentier, a great writer who, along with Luis Aragon is part of
the surrealistic movement in Paris.55

Brouwer appears more comfortable discussing artistic figures than politics, distancing
himself from the later. However, discrimination towards the African population has had
an overarching influence on all strata of society in Cuba. This was particularly heightened
during the turn of the twentieth century. The half century before this saw the abolition of
slave trading in 1868, sparking a ten-year slave revolt (1868–1878), in turn provoking the
eventual emancipation of slaves in 1886.56 In the period which followed, Cuba was
coming to terms with its complex blend of cultures. The narrative was steered by the
wealthy and powerful white population. In Our rightful share: The Afro-Cuban struggle
for equality, 1886–1912, Aline Helg describes how this strand of Cuban society was
exorcised by the dangerous potential of a large-scale organised revolt by the African
population, similar to that which occurred in Haiti in 1804.57 Additionally, inflated fears
of rape, witchcraft and sorcery emanating from the African population, were common.
Helg reveals some of the resulting perceptions, such as how children of white and criollo
families were taught by their parents to flee at the sight of a black man carrying a bag,
lest it be a brujo (meaning witch, describing a priest or priestess of African traditional
religions) intending to capture, rape or sacrifice the child.58 In this environment of
discrimination and fear of traditional African religions, it is no wonder that ceremonies
were outlawed for their ‘barbarousness’. It is significant also America’s involvement in
55
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Cuba beginning in 1898 featured the immediate banning of African societies called
cabildos and ñáñigos. These had been in existence, often in secret, in parallel with the
slave trade, and acted as a place for slaves to meet, express their culture, and lend mutual
support to one another.59
1.3.1 Ortiz’s legacy
Ortiz’s legacy endorses an improvement of conditions for the practice of African
religions, such as Santería. This occurred in parallel with a softening of Ortiz’s attitude
towards his subject of study. However, contrastingly, his writing also consolidated some
of the racist, discriminative and ignorant views of the time.60 In an early work, Hampa
Afro-Cubana: Los Negros Esclavos [The Afro-Cuban Hampa: The Black Slaves] (1916)
the author’s wish to re-contextualise African cultures and diminish them through
measurement against European art forms is consistent, albeit in more extreme wording,
when compared with his later works, c1950s.61 Ortiz developed many important ideas
throughout his career, many of which were adopted by the communist government from
1959. The most influential of these were: his syncretisation of supposed negative
elements of African culture; his work to publicise and re-contextualise traditional African
culture through his term transculturation; and, his Eurocentrism. Each of these will now
be discussed, followed by a discussion about some of the inconsistencies.
1.3.1.1 Syncretisation
In Ortiz’s first work, Hampa Afro-Cubana: Los Negros Brujos [The Afro-Cuban
Hampa: The Black Sorcerers] (1906), he describes the negative cultural impact of African
slaves in Cuba; ‘It is the black race that in many respects has left its characteristic mark
on the Cuban bad life, its superstitions, organisations, dances, life, etc’.62 It is well known
that Ortiz had gained some of these outwardly racist views from the writings of Cesare
Lombroso (1835–1909), an Italian criminologist who posited that certain physical
59
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appearances predominant in African populations suggested atavism, a Darwinian
inclination towards criminalism.63 Robin Moore observes the same beliefs in Ortiz’s early
works where he ‘relegates blacks and other non-Caucasians to a far lower position in his
imagined evolutionary hierarchy than most whites, at least in an intellectual and cultural
sense’.64 Ortiz’s long enduring career saw a watering down of these beliefs, yet the same
image of participants in African rituals as racy and impulsive continued. In the 1950s, he
believed that ‘the black African is more dominated than us by unconscious or
semiconscious impulses; for him emotional factors weigh more heavily than logical
reasoning’. These images of ‘steamy sensualisms’ and ‘rhythmically embodying diabolic
lasciviousness’ persisted.65 This all fed into a polemic against supposed unsavoury
elements of African culture. Soon after the communist revolution in 1959 the Conjunto
Folklórico Nacional de Cuba (National Folkloric Company of Cuba) was established. Its
director, Rogelio Martínez Furé, cited Ortiz as the ‘single greatest influence on his
institutional and intellectual work’. It is no surprise therefore, that one of the policies of
the organisation was that ‘negative culture’ (essentially, a new label for Ortiz’s earlier
beliefs) be ‘eliminated little by little, while enriching and employing ‘positive
folklore’’.66 This treatment was also underpinned by a communist ideology which
embraced scientific atheism at its core. It was not until 1976 that Cuba officially declared
itself an atheist nation, seventeen years after the revolution. This was again altered in the
1992 constitution to include some level of religious freedom within the law.67 While the
government has often shifted the official stance towards the practice of religion, primarily
used as a tactic to pacify the largely religious population in Cuba, the ambition has always
been to stifle such activity, and those associated with it.68 Indeed, levels of persecution
towards religions, including Santería, before and after the communist revolution, are
regarded more or less the same.69 Hagedorn gives several accounts of how writings which
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illuminate these restrictions have been banned or censored since 1959, with some
leniency noted only from around the year 2000.70 Even in 2013, Domínguez notes that
discussions around race and racism were still being actively removed from social and
political arenas.71 Outside of religious music, other musics deemed to be
counterproductive to communism, were scrutinised during this period. Robin Moore has
described the governmental pressure put on dance hall music in the 1960s and ‘70s, which
was regarded as overly expressive and representative of a bourgeoisie lifestyle.72
While Ortiz had framed the supposed negative elements of traditional African
music so effectively, from the mid 1930s he also worked to publicise these marginalised
cultures, reflecting a puzzling relationship with his subject of study. His work in this
regard involved organising conferences and public performances, establishing societies
and journals, all promoting a greater awareness of traditional African culture, including
Santería.73 These activities educated a public which otherwise knew very little of the
details of such religious practices. However, critics of Ortiz, such as Hagedorn, believe
that his early career involved the interpretation of ‘sacred practice as crime’, following in
the 1930s by transforming ‘that crime into spectacle’.74 She discusses how ‘abridged
versions of Afro-Cuban religious rituals were now made into dance-dramas for white
audiences’ under the guise of positive folklore. This two-pronged approach of paralleled
discouragement and promotion continued into post-communist Cuba. 75 From the middle
of the 1980s, government promotion of Santería picked up pace, largely due to the
realisation of its financial potential through tourism, yet all activity was through a prism
of re-contextualisation.76 1990 saw the withdrawal of the former Soviet Union’s political
support for Cuba, resulting in an economic crash now known as the ‘Special Economic
Period’. The government had long espoused scientific atheism as the official spiritual
stance of the nation, however, much of the population had covertly migrated towards the
practice of African-based faiths. Hagedorn believes this is due to the potential for
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anonymity offered by these religions. Thus, with a network already in place, the
government changed its approach and began harnessing the economic potential of
Santería. It organised expensive initiation ceremonies for practitioners, mostly from
America and Europe. Additionally, traditional African ceremonial culture was further
pushed into the spotlight for Cuba’s tourist industry.

1.3.1.2 Transculturation
Ortiz’s book Cuban Counterpoint: Tobacco and Sugar (1940) introduced what
would become his most important cultural theory.
I am of the opinion that the word transculturation better expresses the different phases of the
process of transition from one culture to another because this does not consist merely in
acquiring another culture, which is what the English word acculturation really implies, but
the process also necessarily involves the loss or uprooting of a previous culture, which could
be described as deculturation. In addition, it carries the idea of the consequent creation of
new cultural phenomena, which could be called neoculturation.77

For Ortiz, transculturation served two purposes — evaluating Cuba’s cultural landscape
and fighting against the US espoused concept of acculturation, which for Ortiz essentially
represented colonialism. Much of Ortiz’s issue with studies in acculturation were derived
from the translated meaning of the word itself and that this field of study generally dealt
with small ethnic groups joining larger, dominant, societal groupings. This he argued,
described the ‘process of transition from one culture to another, and its manifold social
repercussions’.78 As such, he redefined cultural interactions between the multitudes of
ethnic groupings in Cuba. Often this involved elaborate metaphors, such as comparing
the ‘union of cultures’ to ‘the reproductive process between individuals’ where ‘the
offspring always have something of both parents but are always different from each
other’,79 or associating colonialism’s exploitative practices with the sugar industry and a
truer Cuban identity with tobacco production.80 Indeed, the title of Ortiz’s milestone
publication, Cuban Counterpoint: Tobacco and Sugar, signified his penchant to describe
Cuba’s cultural blend as a counterpoint, not without its tensions, but functioning in
harmony.81 The theories and metaphors used to describe transculturation captured the
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imagination of communist revolutionaries. The result being that what could be called an
‘Ortiz model’ was used from 1959. This informed how Cuba’s many cultures were
valued, evaluated and fostered, or in some cases, censored.
While Ortiz has dominated cultural thinking in Cuba, research around cultural
assimilation in the rest of the world has been dominated by the term acculturation. This
field of research developed in tandem with Ortiz’s career. Neither Ortiz, nor his ideas,
appear in the majority of this research, however, on rare occasions where his career is
evaluated or referenced, it is discussed in opposition to general trends within acculturation
studies. This appears to perpetuate Ortiz’s wish for his theories to be considered as
adversarial to colonial thought. One study, by Davies, describes Ortiz’s thought process
in arriving at his term transculturation.
However, the term ‘acculturation’ did not take into account issues such as power,
control, inequality, whether the transference was unidirectional, or if one culture was
thought of as ‘inferior’ to another. Ortiz was not satisfied with the concept: it was
too mechanistic. For him culture was a dynamic, creative social fact and he was more
interested in the dialectical process itself rather than the resulting syncretisms.82

Davies is essentially continuing Ortiz’s argument sixty years previously, where he had
linked acculturation with a colonial mindset, involving the perception that some cultures
were inferior and needed to be assimilated into society. This link has been consistent with,
what Toyin Falola labels as, ‘Euro-American acculturation strategies’, where ‘inferior
culture, so goes the assumption, would ultimately be “civilized,” a belief […] that was
even at the root of concrete political and bureaucratic policies.83
1.3.1.3 Eurocentrism
Robin Moore has described the processes that African religious music underwent
during Ortiz’s lifetime, enduring through the communist era (Ortiz lived ten years after
the 1959 revolution) and culminating in a re-invention in art music.
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Contrary to popular belief, Ortiz does not consider all lower-class Afro-Cuban
musical expression to be inherently "valuable" or "pretty"; rather, he often views it
as "primitive" and unsophisticated, but as never-the less containing many fascinating
elements which should be recognized by the educated listener. It is only the
"reinvented" or reinterpreted Afro-Cuban music heard in the compositions of
conservatory elites, as opposed to that of the solar or urban slum, which gains Ortiz's
unequivocal support in the end.84

This effort was, and still is, perceived positively by some scholars. In 1991, Peter Manuel,
noted that ‘[m]usical policy in Cuba, of course, has never been as repressive and
totalitarian as that under Stalin, or the Chinese Cultural Revolution’.85 He recognised that,
since 1970, there has been a leniency on behalf of the communist government in letting
rock, pop and European art music become part of cultural make up of Cuba. The Santería
batá drumming scholar, Kenneth Schweitzer, attests to the value of Marxist ideologies
which espoused ‘the value of folklore and, as a result, endorsed and supported the art and
culture of Afro-Cubans’.86 Both scholars draw from the writings of Rogelio Martinez
Furé, artistic director of the Conjunto Folklórico, who describes folklore as ‘the genuine
creation of the masses, and as a refuge for some of the best traditions of a people in
struggle against cultural penetration by foreign-inspired national oligarchies serving
imperial interests’.87 This statement perhaps best encapsulates the arrangement associated
with the communist government’s support for folklore. While heritage is regarded as
important to Cuba’s cultural momentum as a communist state, its endorsement must be
shaped by the rhetoric of a struggle against the US and other capitalist powers. In relation
to African cultures, this rhetoric has been shaped by Ortiz, and negative reaction to such
views have been heavily censored since 1959.88
Clearly, an environment of intense governmental control over traditional African
music accompanied many of Brouwer’s most prominent works; this only began to decline
mid-way through the 1990s. Ortiz’s beliefs around African music, particularly that
African music lacked ‘technical and instrumental possibilities’ when compared to
‘European [art] music’,89 fostered a two-tiered system in which classically trained
musicians and composers enjoyed higher levels of governmental support, opportunities
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and cultural status.90 This had been perpetuated from the highest levels of government.
In 1986, Fidel Castro called for musical output which was ‘reflective of a higher cultural
level’.91 Brouwer’s placement in this construct is significant. He is a composer of art
music, enjoying a background of classical training. As such, his works speak to the above
ideology and his views on African music appear to mirror those of Ortiz and the
communist government. As an aside, comparing the perception of African influence in
the outputs of Brouwer with Roldan or Caturla (the generation of composers before
Brouwer) is interesting. The music of Roldan and Caturla’s has been analysed towards
revealing specific African influences, in several studies (most notably by Lezcano in
1991). Why then has a similar study not followed for Brouwer? Is this because of
Brouwer’s context as a composer working within a communist state? Or is it perhaps
because Brouwer is at pains to describe his music as ‘universal’? Consequently, it seems
that research has followed accordingly. From an initial comparison, African influence for
Brouwer appears to penetrate the music’s fabric more deeply than with Roldan or Caturla,
who, in Ortiz’s words, appear to ‘technify’ African music.92 That is not to suggest that
the older generation of composers had an uncomplicated relationship with African
influences. As such, it is worth considering their habit of premiering Yoruba-influenced
works outside Cuba, as observed by Robin Moore.93 Presumably, both figures feared to
be closely associated with traditional African music in Cuba.
1.3.2 Challenging established perceptions
Ortiz’s legacy has provided an important foundation for the development of
Cuba’s cultural identity. However, many established perceptions which originated from
him can be challenged. This leads to a discussion on how these concepts can be updated.
It appears that many of his red lines around cultural evaluation have not been maintained.
This divide between ideals and reality is explained in part by internal contradictions in
Cuba, described as a dualism by Casamayor-Cisneros.
For the Cuban case does have its particularities, due to two principal factors: first, the national
self-image, as old as the nation itself, that defines Cubanness in terms of the mixing and
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dissolution of different racial and cultural elements or mestizaje; and second, the experience
of a socialist revolution that has promoted this nationalistic ideal while attempting
institutionally and legally to mitigate racial inequality.94

Thus, Casamayor-Cisneros describes a country whose history and social conventions
actually inhibit much of the lofty ideals set by Ortiz and the communist government. I
would argue that these ideals have halted the acknowledgment of African cultures in
Cuba’s perception of musical identity, or at least in a way that is equitable. Discussing
these matters is made difficult by the research landscape. At the time of writing, in 2019,
it is difficult to find research which questions the theories which Ortiz proposed almost
seventy years ago. However, a thread of such thought has developed momentum in recent
years, particularly since the mid 1990s. Thus, this project’s re-evaluation of Brouwer’s
music can form part of a new dialectic on Cuban music, where aspects which were
considered as ‘Other’ can be brought into focus.
Most scholarship on Brouwer’s music takes as a given that his music is hybridised
as a result of transculturation. While this is indeed true to some degree, there is little
willingness to look beyond this assessment. There is no questioning of the balance of
influences, such as: which are stronger? Do these influences change at structurally
important points? How do these influences emerge in the music’s melodic shape, overall
structure, rhythm and meter? Many researchers appear to fully accept the hypothesis that
all Cuban music, specifically that of Brouwer, is a uniform blend of African and Spanish
influences, such as Guerra and Skoog’s 1998 book on Santería batá drumming where the
authors state that:
Cuba’s tradition is more than the sum of its parts. Although its roots are mostly
African and European, their tapestry of culture and art is, in Ortiz’s elegant
conception, transculturated. The oppressors and the oppressed brought their
inheritances to the island and created something new, something Cuban.95

Guerra and Skoog perpetuated Ortiz’s belief that transculturation provided resolution to
issues such as the oppression associated with slavery, regarding them in the past tense.
They even extend the use of the word transculturation to include the verb transculturated.
The term ‘more than the sum of its parts’ replicates similar metaphors offered by Ortiz
wherein a fusion culture (as a result of neoculturation) is given greater prominence than
94
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individual contributing cultures. In order to move beyond this hypothesis, I argue that
both transculturation and acculturation essentially describe the same thing. Indeed, if
these two terms can be set aside, issues such as racial inequality and cultural censorship
come to the foreground and can be addressed.
Perhaps the difference for Ortiz was that his term helped Cuba gain ownership
of its culture. At the time of its conception, Cuba had little autonomy in the face of a
new form of colonialism from the US, where, in Davies’ words, ‘power, control,
inequality’ were widespread. However, this reflects a significant limitation in Ortiz’s
theories, that is, because they were essentially an instrument of revolt, a mechanism to
gain independence for Cuba, they lack an inward reflection. Put in different terms, as
Ortiz’s view was always outwards — how Cuba should be viewed as an independent
multi-cultural and modern state — the inner workings of cultural groupings in Cuba
have, somewhat ironically, been ignored and suffered the same fate as colonial rule.
That is, issues of discrimination based on race have persisted. How these issues have
affected the development of Santería since 1959 and how this is filtered into Brouwer’s
repertoire will be explored in Chapter 6.
For Ortiz, deculturation supposedly took place at the epicentre of cultural mergers.
He described how the negative elements of each culture are stripped away,
accommodating a mutually amiable hybridisation. Again, Ortiz employed a metaphor,
this time of a traditional Cuban stew (ajiaco) within which the negative aspects to a
multitude of cultures would be dissolved. However, once again such terms have been
used in place of an entirely different process. Indeed, the oppression of African cultures
in Cuba has often been executed in the name of deculturation. Thus, deculturation only
took place within cultures subject to government disapproval; essentially discrimination
in another form. Davies alludes to the roots of this policy in Ortiz’s theories, suggesting
he ‘in many ways was a forward thinker’,96 further linking them to Amílcar Cabral some
thirty year later (1973). Cabral’s ambition in this regard was to ‘combat with exibility but
with rigour the negative and reactionary elements’ of African cultures’.97 While
government wanted to supress the ‘negative’ aspects of African culture, in tandem it
sought to maintain what was deemed ‘positive’ within cultural manifestations.98 This is
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frequently highlighted by Robin Moore in his scholarship around the development of
popular music forms in Cuba. In particular he draws attention to how it was government
policy that these latter elements be ‘assimilated into educational programs’.99 Thus,
African cultures could be divested of ‘mystical elements, so that the utilization of their
essences does not serve to maintain customs and practices alien to scientific truth’.100
In terms of cultural mixing, Davies discussed how Ortiz preferred to focus on the
‘dialectical process itself rather than the resulting syncretisms’.101 However, in the
utilisation of transculturation to view Cuban cultural output, it appears that the opposite
has occurred. It can be argued that the concept of transculturation has actually fostered a
monoculture; one where musical output, which is viewed as Cuban and not weighted
towards a particular ethnic group (such as Santería), is aggressively promoted. Ironically,
supporting hybridised culture has diminished the tributaries which feed such activity.
Guerra and Skoog’s formulation of the terms ‘transculturated’ to describe Santería can
be recalled at this stage, or their description of Cuban music as ‘more than the sum of its
parts’.102 Within Brouwer research, Huston similarly borrows from Ortiz’s
transculturation concept, he states the composer has ‘transculturated to guitar the sounds
of Afro-Cuban hand percussion patterns and syncopations’.103 This reflects how Cuban
cultural outputs are consistently viewed in macro terms. There has been little or no
research on the constituent parts which make up the sum as it were.
These contradictions within Ortiz’s transculturation reveal what he perhaps did
not consider. That regardless of political orientation, whether governed from within or
without, power centres habitually create inequality. In Cuba’s case, before 1959, the
African population had suffered catastrophically at the hands of colonial oppression. Any
new political system would need to address this imbalance, at least moving in the
direction of racial equality. However, by not acknowledging this issue, Castro’s regime
created a similar environment as before for Africans in Cuba, including how their culture
was viewed. As observed by Casamayor-Cisneros, ‘[t]here is nothing extraordinary about
the Cuban situation: it is a simple matter of setting in motion the well-known spiral that
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bonds poverty with marginality and delinquency’.104 Ironically, the negative aspects of
acculturation, as Ortiz had viewed it, with its strong associations with colonialism,
occurred in Cuba. The attempt to assimilate and sanitise traditional African culture into a
hybridised Cuban state was strikingly similar to Euro-American acculturative strategies
denounced by Cuban thinkers of the time.
Another contradiction emerges around official Cuba’s regard for the ‘power,
control, inequality’ that came with colonial rule. Since 1959, these issues have been
historicised and solely identified with outside powers. There has been little
acknowledgment of these negative societal aspects being inflicted on Cubans at the hands
of the Cuban government. At least Ortiz was relatively candid about his involvement with
colonial-like practices, such as the appropriation and rationalisation of African cultures,
towards the end of bolstering Cuba’s identity.105 Davies describes his as ‘the ambiguous
role of the postcolonial intellectual’,106 needing to exploit Cuba’s cultural resources as a
protection against exploitation from the US. While Ortiz may have been cognisant of this
irony and perhaps viewed his path as the best option available to him, the new communist
government installed from 1959 appear to pay little attention to the issue. Recalling
Castro’s famous speech (1961) when he declared that deeply-rooted social problems,
such as racism and discrimination had been solved, given Cuba’s past, this appears
increasingly absurd.107 This statement set a worrying tone for marginalised cultures in
Cuba, who in truth had not felt the equality Castro had promised. Thus, these issues
festered under the surface of Cuba’s new modern state. This experience is common across
many nations in the aftermath of colonisation, often referred to as internal colonisation,
described by Mignolo as ‘the coloniality of power embedded in nation-state building after
decolonisation which, even when colonialism has been formally abolished, continues as
the basis of power’.108 Evidently, the issue here runs deeper than colonialism, but is
sourced by the dynamics of power itself. The communist revolution initiated a weighty
shift of power. The nation had never experienced self-governance, dating back to its
initial conception with Spanish expansionism and an ensuing slavery-fuelled economy.
Thus, the shift of power in 1959, was not just from the US to Cuba, but included a
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complex history dating back hundreds of years. It is possible that Castro and his
government disregarded this burden of responsibility implicit in governing Cuba. This
focus on internal colonisation is still evident today but is arguably fading somewhat in
the past two decades. Many Cubans still think the greatest dangers and potential for
injustices for their country lie outside the island rather within. Interestingly, Leo Brouwer
appears to share this point of view.
So why complain once again about the lack of attention we suffer or about the
ignorance of the "first world" towards our culture, when a large part of our countries,
institutions and even individuals, carry out a type of self-locking process that finally
leads to self-colonisation?109

Brouwer, in this 1989 interview, regarded internal colonisation as a phenomenon still
affiliated with outside forces, the ‘first world’. There is no suggestion made by the
composer that Cuba’s government could be implementing a form of colonialism, derived
from a legacy of historical colonialism on the island. This statement also links Brouwer
to the body politic in Cuba in 1989, which will be discussed further in Chapter 6.
1.3.3 Where now for Cuba in terms of cultural modelling?
Many of the issues raised can be addressed, according to Casamayor-Cisneros, by
avoiding ‘the exclusivist perspective that dominates critical writing on Cuban society’110
and by ‘denouncing racial discrimination […] by offering blackness in a matter-of-fact
way, ignoring notions of otherness to simply register the existence of black human beings
in post-Soviet Cuba’.111 The call for the recognition of blackness in Cuba pervades the
primary objectives of this project. The absence of a thorough evaluation of African
influences in Brouwer’s music reflects the dominance of the socio-political tropes raised
thus far. Engaging with these influences helps to shed light on this aspect of Brouwer’s
writing. By simply registering the existence of Santería in rhythmic and metric, structural,
and melodic processes, the research field is brought a step closer to a clearer picture of
the music.
It is clear that certain groupings in Cuban society have remained separate or
separated culturally from the mainstream. Berry clarifies this well with two questions
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directed at the incoming grouping (African descendants in Cuba’s case), where he asks:
‘Are cultural identity and customs of value to be retained?’ and ‘Are positive relations
with the larger society of value and to be sought?’. From binary yes/no answers, he
identifies four ‘acculturation strategies’: ‘integration’ (yes, yes), ‘assimilation’ (no, yes),
‘separation’ (yes, no) and ‘marginality’ (no, no).112 Hypothetically, Berry’s questionnaire
renders the African population in Cuba the ‘separation’ grouping. African culture has
been maintained doggedly by those descended from slaves, yet it is difficult to say, given
what has been discussed above, that ‘positive relations with the larger society’ are of
value and to be sought. While Berry has collated data from actual contact with
marginalised grouping, it appears that no such research has taken place in Cuba. Kim,
with ‘cross-cultural adaption’ suggest a framework for undertakings such as these.
Cross-cultural adaptation’ is defined as the phenomenon in which individuals who,
upon relocating to an unfamiliar cultural environment, strive to establish and
maintain a relatively stable, reciprocal and functional relationship with the
environment […] As such, the term cross-cultural adaptation serves not as an
independent or dependent variable, but as a ‘superordinate conceptual category’
representing all facets of the phenomenon, a higher level abstraction in which other
commonly used terms such as acculturation and assimilation can be subsumed and
their interrelationships identified.113

By creating an umbrella denomination for terms such as assimilation and
acculturation, Kim platforms the distinction of commonalities. Analogues phenomena are
collated, such as ‘marginality (Park 1928; Stonequist 1937), cultural fatigue (Taft 1977),
acculturative stress (Berry 1975), adaptive stress (Kim 1988, 2001, 2005)’ and ‘emotional
trauma and paranoia (e.g. Kinzie et al. 1980)’.114 In doing so, Kim makes a salient point.
Essentially, the potential negative experiences of cross-cultural adaption are universal.
Accordingly, successful integration, transculturation or acculturation are also universal.
The processes at work with cultural phenomena in many ways transcend politics. Thus,
Kim’s ‘superordinate conceptual

category’ can

easily

accommodate Ortiz’s

transculturation. However, Ortiz’s term deculturation does not go far enough to describe
‘the psychological and social strain immigrants and other settlers experience in response
to their cultural uprooting and dislocation’.115 Additionally, transculturation as a field has
not facilitated the anthropological study of these responses. Ortiz often wrote about how
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studies in acculturation did not discuss the dialectic between cultures, rather focusing on
the assimilation of an inferior group into the dominant culture. While this may have been
true for some studies contemporaneous to Ortiz’s transculturation theories (in the 1940s),
the field of acculturation has developed considerably since that time. Kim encapsulates
much of these changes which do consider the ‘long-term, cumulative–progressive
adaptive changes and accompanying stresses and bidimensional psychological strategies
of acculturation’.116 She also described how ‘assimilation’ is an internal transformation
at the personal level, which encompasses a balancing act of acculturation and
deculturation, essentially paralleling Ortiz’s metaphorical stew.117 Interestingly, this
bidimensionality was described years earlier in other terms by Malinowski within the
introduction to Ortiz’s Cuban Counterpoint (1940). Malinowski was a prominent
anthropologist at the time whose publications contributed significantly to the
development of acculturation studies. He lauded Ortiz’s transculturation to be:
[A] process in which something is always given in return for what one receives, a
system of give and take [...] a process from which a new reality emerges, transformed
and complex, a reality that is not a mechanical agglomeration of traits, or even a
mosaic, but a new phenomenon, original and independent [...] an exchange between
two cultures, both of them active, both contributing their share.

Thus, even in the infancy of acculturation and transculturation studies, the parallels
between them were manifest. It is interesting to consider why Ortiz and following from
him, the communist government, has held so tightly onto a sense of ‘Cuban
exceptionalism’? The reasons for this are exhibited throughout many of the discussions
in this study. However, in general it appears that the answer is less about politics and
ideology than the communist government would like to believe. As put by Carlos Moore,
Cuba’s unique distribution of power ‘simply has no dimension capable of accommodating
these powerful and mysterious forms of human consciousness as are embodied in race,
ethnicity, culture and nation’.118
Given Cuba’s history of oppression, studies which document acculturative stress
of the African population are in order. However, even at the time of writing, there are no
acculturation, cross-cultural adaption or intercultural transformation studies of this kind.
A study of this kind would require a significant backing from the government. This
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vacuum is given even more prominence by Kim’s collation of the varied and
multitudinous comparable studies of other groups such as: Haitian immigrants in Miami,
American Indians in Oklahoma, Turkish workers in Germany and reciprocal movements
between Korea and America.119 There is a need for studies such as these, using models
such as Kim’s cross-cultural adaption, to be conducted in Cuba as a means of shedding
light on traditional African cultures in Cuba.
1.4 African influence in Leo Brouwer’s works
Considering the socio-political context within which Brouwer has worked as a
composer, his hesitance in elaborating on African influences in his music is
understandable. Referring to musical devices from Santería as influential in his writing
process would be in conflict with much of the historical discourse around traditional
African culture in Cuba. Furthermore, as an art music composer, Brouwer is subject to
additional pressures, where African elements need to be, as Ortiz stated, ‘technified’ to
fit into a European model or otherwise not used at all.120 This issue is deemed by
Domínguez to be still persistent even in 2013. He describes this as an ‘ideopolitical
atmosphere developed in Cuba wherein defining oneself racially is frowned upon’.121
Indeed, in 1950, just five years before Brouwer’s first solo guitar work, Ortiz discussed
how many conservatory-educated composers exhibited distain for traditional African
music.122 While the intensity of restrictions on African traditional music waned in Cuba
from around the middle of the 1990s, this still accounts for a considerable portion of
Brouwer’s career. One possible consequence is his omission of recognition for African
119
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influences in his works. In an interview with Kronenberg in 1998 the composer discussed
his use of pentatony. The lengthy discussion contained much detail while omitting an
obvious link with traditional African music’s almost exclusive usage of pentatonic scales.
What are also most important were the pentatonic basic elements, which were proper
for my music. The pentatonic is for sure the oldest form of a scale pattern, about
2000 years. With curiosity, I discovered that it is very sophisticated. The pentatonic
scale also belongs to the first modular intervals of the Fibonaci series, which too is
very sophisticated, and was used by Da Vinci and others. It was called the Golden
Section, Golden Number. Bela Bartók also used this concept. The first steps in this
tremendous organisation of modular elements in music, architecture, in design,
mathematics, of course is the pentatonic. It contains the other intervals, like modular,
geometric, three-dimensional elements. So not only history influenced me but also a
very important mathematical relation which I discovered much later, maybe 20 years
later.123

These comments describe pentatony as something almost pre-historic, thus, freeing any
potential association with African music.
A similar approach pervades much of Brouwer’s reflection on his works. In the
same interview, he remarked that ‘the game in general is my music is that you have a
question and answer, always, question and answer’.124 In 2000, Isabelle Hernandez
paralleled Brouwer’s macro analysis of his works, neatly expressing this as ‘anything that
repeats should be varied’.125 Yet, neither mention the use of call and answer in traditional
African music, which is not only employed as a rhythmic device, but part of the structural
genome of the music.126 Brouwer’s evaluation of his use of broken scales features the
same idea, when he explains that they are ‘a part of him’, furthermore, stating ‘it is very
difficult to find scales in this [his] music’.127 As will be discussed in Chapter 2, a defining
factor of traditional African music is the use of non-scaler melodic movement, with a
preference towards leaping non-triadic patterns.128 The similarity between scalar usage,
or non-usage, in Brouwer’s music and traditional African music is undeniable, yet this
has never been commented on by Brouwer nor by scholars of his music.
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Over his career, Brouwer has commented, albeit vaguely and changeably, on
African influence in his music. This inconsistency can be perceived when two interviews,
from 1988 and 1998, are compared. In the former, Brouwer discusses composers who are
‘using elements like the gamelan from Indonesia, and rhythms from Africa, and
converting them into a new thing called minimal music’.129 However, explaining his new
compositional direction in 1988 towards a more minimalist style, he posits that his muse
is a kind of neo-romanticism or, in the composer’s words, ‘hyper-romanticism’.130 As
Chapters 3, 4 and 5 will demonstrate, this period of Brouwer’s career sees an expansion
of Santería influences, resulting in a powerful African infused expression. Indeed, by
1998, Brouwer alluded to African music, along with classical music, as one of his two
primary muses.131 He cited the ‘mysterious intuition’ that led him to these elements. Also,
interestingly stating ‘I didn't have any roots that led me into classical or African’. This
further confuses Brouwer’s relationship with African influence, his Cuban roots and
indeed, Art music. Other, more specific, references include the composer attributing the
main theme of his piece Preludio (1956) to the influence of African language.
Interestingly, Brouwer is adamant in his exclusion of African music, ‘I say language, not
music’.132 He elaborates slightly, stating ‘African language has the accent spread out,
unlike the peculiar Anglo-Saxon accentuation’.133 Perhaps Brouwer’s use of articulation
in phrasing can be attributed to African language. This statement alone, although out of
the scope of this study, merits further study. Research, such as Loyda Dumille Camacho’s
PhD thesis (1998) and to a lesser degree, a Master’s dissertation by Bogdan Vasile
Focsaneanu (2012) elaborate on Brouwer’s unique musical phrasing, which features
repeated patterns which are contracted and expanded organically.134 Although, neither
investigates the possible influence of African language or musical patterns, Camacho
draws from Lerdahl’s concepts around generative-transformational grammar yet does not
make any connections with African languages. In 2010, Brouwer alluded to
‘polyrhythmic expanded and contracted material’ in his music as something which is
drawn from Santería ritual music.135 The composer mentioned that such material, from
Rito de Los Orishas (1993), had inspired his more recent solo guitar work Sonata
Caminante (2007). This is significant, as it reveals the composer’s perception of the piece
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Rito de Los Orishas (1993) as an inspirational trove for African influence. Chapters 3, 4
and 5 of this study will discuss how this piece, in terms of African influence, can be
viewed as the end point of a process of maturation beginning in 1955.

An important question to ask then, is how do scholars evaluate Leo Brouwer’s
musical language? Evidently, the research landscape is heavily influenced by the
composer himself and particularly by his strong, but often contradictory, statements on
certain key issues. Perhaps this incongruity is explained by an attempt on the composer’s
part to keep his Cuban roots in tandem with the ‘universal’, something which appears to
underpin his career. Brouwer has commented negatively on composers who ‘write with
a nationalistic focus, but the resulting repertoire becomes fused to that particular place
and unable to speak to a global audience’.136 He has regularly discussed Bartók and
Shostakovich, who he believes avoided this nationalistic trap to achieve their success.137
This was, according to Brouwer, due to their focus on the universal elements in music.
Brouwer argued that:

If you go to ritual Afro-Cuban music, and you analyze the melodic part of that, the
elements are as common as Byzantine or Gregorian chant. These elements particular endings and rhythmical inner relationships - are profound, almost abstract,
and common to many things in Cuba.138

By correlating Afro-Cuban music with something more universal, medieval music,
Brouwer deters a potential narrow labelling of his music. However, while the composer
uses abstraction as a vehicle for musical expression (a way to escape the ‘nationalistic
trap’), he inversely employs influences, such as traditional African music, in a very
specific manner.
The opinions of Kofi Awagu on the perception of African music are perhaps
somewhat similar to those of Brouwer. Agawu argues that the idea of African rhythm as
distinct from rhythm in other music forms is flawed, and a hangover from discriminative
colonial perceptions.139 This has affected the study of this music which often
136

McKenna, ‘An Interview with Leo Brouwer’, 4.
Ibid.
138
Ibid., 3.
139
Agawu, K.: Representing African Music: Postcolonial Notes, Queries, Positions (New York:
Routledge, 2003), 61.
137

31

unnecessarily uses unusual notation systems, when standard notation will suffice. In
short, Agawu believes in the universality of African music. Brouwer espouses similar
beliefs regarding the perception of Cuban music. However, unlike Agawu, he does so in
tandem with harnessing unique facets of his country’s music, such as Santería. Brouwer
has discussed how ‘the universal and the particular are never separated’, yet his focus on
the former has made research into particular elements difficult. Primarily because, as a
living composer, his opinions carry considerable weight in the discussion around his
music. Research into the composition of his music has been confused by this
inconsistency. Indeed, in one interview with Kronenberg in 2000, he said that he used
European structures and models with folkloric contents to build his music,140 while he
also frequently references José Martí’s call to ‘embrace the world in our countries, but
keep our Latin-America as the spine’.141
1.5 Scholarly evaluation of Leo Brouwer’s music
General evaluations of Brouwer’s music from scholars more often reflect his wish
to be viewed as something new, abstract and universal. Huston (2006) describes his works
as ‘Cuban music: a tradition that evolved quite apart from European analytical
procedures’.142 This is despite an earlier description of Brouwer’s music as a
‘simultaneous interaction of Afro-Cuban rhythms and musical gestures with
contemporary (European and related) art music’.143 Huston’s assertion is that the music
cannot be analysed using conventional western models. Peñaranda follows a similar path
when he reduces the influences in Brouwer’s music to a new state of Cuban thinking
called ‘lo Son’. 144 Interestingly, Peñaranda lists some of the features which are significant
to him, some of which are highly suggestive of African influence:
[A]scending intervals of seconds and thirds (major and minor); descending melodic lines,
similar to the shape of African melodies; pentatonic scales; antiphonal or responsorial
character inherited from the African rituals, binary structure; complex of rhythmic features.
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However, he does not seek to identify these elements in Brouwer’s pieces. Both he and
Huston, opt for a general analysis of the music, outlining a hybridised new language rather
than delving beneath this evaluation to reveal any African influences. As Huston states,
‘[i]n order to be content with the broad narrative, and not challenge its interpretations, we
are taught to avoid details’.146 Both scholars disagree with the analytical approaches of
two earlier PhD dissertations by Century (1991) and Camacho (1998). Furthermore,
Huston is critical of these studies which employ ‘strictly traditional (European and North
American) formal, harmonic, and melodic analytical methods’.147 He goes on to question
any conclusions drawn as lacking in meaning, due to the authors’ uninformed cultural
sensibility of the music.148 Clive Kronenberg’s research has provided the best contextual
based approach thus far.149 Similarly to Huston and Peñaranda, Kronenberg has adopted
Brouwer’s notion of university and even helped the proliferation of this term with his
article ‘Guitar Composer Leo Brouwer: The Concept of a ‘Universal Language’’.150
However, what sets his approach apart is his simple classification of Brouwer’s music,
based on informed contextualisation, followed by a balanced analysis of elements.
I draw attention to, on the one hand, the presence of traditional African features in Brouwer’s
works, and on the other, the composer’s use of contemporary compositional techniques:
aspects which, I would argue, collectively constitute his conception of a universal musical
language.151

Kronenberg significantly elevates the importance of traditional African music in
Brouwer’s universal language. Furthermore, his score-based analysis reveals evidence of
both influences. However, this approach does not exhibit much awareness of traditional
African music. As such, while Kronenberg has addressed African influences to some
extent, a more secure grounding in these traditions would culminate in a richer and deeper
analysis.
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Century’s approach identified that an important aspect of ‘Brouwer's
compositional procedure was the creation of local and large-scale structures from pitchsets’.152 He modified Allen Forte’s analytical methods to describe pitch sets, in addition
to his own methods of revealing tri-chordal set presentation.153 His study revealed both
vertical and lateral movement through use of different pitch sets, to create tension and
release in the music.154 Camacho’s research harnessed the writings on generativetransformational grammar by Fred Lerdahl and taxanomic classification by David
Lidov.155 The former discusses a hierarchy of phrase and how repetition of particular
phrases informs structure; the latter involves further detail on how certain phrases (which
are particularly well crafted) can by developed, influencing the macro structure of a work.
Both Century’s and Camacho’s studies provide significant insight into the compositional
processes at work in Brouwer’s pieces. Their strength flows from specificity and a
willingness for in depth analysis of the music. While my study will not employ these sorts
of analytical procedures, it will contain a similarly focused approach, to reveal the
significant influence of Santería in Brouwer’s musical language.
Research to date has not examined the concepts with which Brouwer has openly
engaged with in his essays and interviews. The trend includes an acceptance of Brouwer’s
opinions as fact, with little disagreement. One study which differs is Daniel Fernando
Castro Pantoja’s article in which he discusses the representation of Cuban popular music
in Brouwer’s piece Paisaje Cubano Con Lluvia [Cuban Landscape with Rain] (1984),
written during Brouwer’s middle avant-garde period.
However, one has to understand Brouwer’s transition into the avant-garde as a
Hegelian process, in which the resulting “product” does not lack identity, but on the
contrary, has achieved a ¨universal¨ character. In this sense, Afro Cuban music is
delivered in a more abstract manner, which propels it into a different direction.156

Pantoja considers Afro-Cuban influences throughout Brouwer’s three compositional
periods and reveals a thread of development throughout. He uses the term ‘Hegelian
process’ to refer to the Thesis–Antithesis–Synthesis process where, in dealing with a
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challenge of ideals, there must be a reversal or abstraction from the said challenge before
a synthesis of ideals is created.157 Pantoja’s discussion helps to contextualise Brouwer’s
middle period within his overall output. This period is often regarded as separate from
his earlier and later works. Indeed, much research has focused either on his early and late
periods, or his middle period, viewing them as entirely different landscapes. However,
Pantoja’s discussion gives foundation to the task of tracking the development of
influences through all three of Brouwer’s periods, which will be an important aspect of
this study.
Specific references to African, or Santería, influence in Brouwer’s music are
sparse, underdeveloped or even accidental. Huston (2006) suggests an addition to
Brouwer’s extensive seven-point list of Cuban musical influences, namely ‘Afro-Cuban
percussion patterns, rhythmic cells, and syncopated loops (inspired by rumba and the
ritual music of Santería).158 This list, as already mentioned, includes very little reference
to African music, and Huston’s suggestion is a welcome addition towards balancing these
influences. He also makes connections between Santería batá drumming and Brouwer’s
piece, Rito de Los Orishas (1993). This includes an interesting parallel between the six
strings of a guitar and the three two-headed drums in a batá ensemble.159 However, most
of Huston’s comments around African or Santería influence are not bolstered by any
analytical evaluation. Such as during a chapter dealing with El Decamaron Negro (1981)
where the author mentions Toques.160 This term is contained in the text, with the same
name, from which Brouwer named the piece, written by German author Leo Frobenius
(1873–1938). While Frobenius’ text refers to toques as specific rhythmic patterns played
by drums to incite war, they are also important for Santeríá. For the latter, they play a
vital role in the structural of the music (they will be discussed in more detail during
Chapters 2–5). Yet, in Huston’s analysis, no specific links are made between El
Decamaron Negro (1981) and toques. Chapter 3 of this study finds that this piece is
indeed highly reflective of these Santería practices. Peñaranda also mentions the tuning
of the three drums, which often outlines the triads of E major and F major.161 He posits
how this bi-tonal tuning could be viewed as an influence for Brouwer’s use of
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polytonality.162 However, the research of Kenneth Schweitzer (batá scholar) indirectly
debunks this theory. He describes how the tuning of batá drums is not as codified as
Peñaranda espouses, stating that ‘[t]hough it is valuable to study the absolute and relative
pitches of the drums, I believe that the wide variety of tunings that exist in common
practice dictate that absolute pitch notation be omitted from most transcriptions’.163
Additionally, Peñaranda tentatively aligns Brouwer's constant change of meter with AfroCuban ritual music's loose metric structure; however, he does not support this with any
analytical content.164 In ‘Leo Brouwer: A Portrait of the Artist in Socialist Cuba’ (1987),
Century described the ‘Afro-Cuban drumming styles’ extant from La Espiral Eterna [The
Eternal Spiral] (1971), yet again no further analysis of the piece is provided to show this
influence.165 To date, Kronenberg’s use of score-based analysis to reveal African
influences in Brouwer’s music stands out for its balance and depth. While it only isolates
the use of some rhythmic patterns, Kronenberg’s willingness to address these with scorebased analysis represents a starting point for this project.
1.6 Summary
In considering the historical, social and political environment surrounding Leo
Brouwer and his music, a significant research gap can be observed. Namely, the
evaluation of Santería influence in Brouwer’s solo guitar works throughout his career.
Addressing this gap involves harnessing elements from the research approaches extant,
in addition to developing new models. Many studies broadly detail Cuba’s palate of
cultures, followed by a similarly broad analysis of Brouwer’s music. In contrast, this
study isolates the influence of one such culture, the Yoruba and its Santería, in order to
reveal a detailed thread of maturing influence throughout Brouwer’s compositional
career. As will be shown in Chapters 3–5, this can be observed from the beginning of
Brouwer’s first period. However, before this it is necessary to discuss the Yoruba and
their Santería in more detail. Additionally, the parameters of Santería influence, which
shape the analytical approach of this project, will be detailed.
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CHAPTER 2 SANTERÍA’S TOQUE DE SANTO CEREMONY
2.1 Yoruba slaves in Cuba
Leo Brouwer’s solo guitar works are subject to several influences from Santería
(meaning ‘saint worship’), which itself contains many constituent origins and traditions.
The religion’s central vehicle of expression is a ceremony known as toque de santo, which
translates as ‘playing for the saints’. While many different African traditions coalesce to
form Santería, the primary contributors are the Yoruba people from West Africa. This
chapter begins by contextualising the Yoruba in Cuba. It then goes on to discuss a number
of specific musical parameters under three broad categories: rhythmic and metric,
structural, and melodic. Many of these parameters draw from the work of authors on
Santería, most notably Jose Manuel Lezcano, Katherine Hagedorn, Kenneth Schweitzer,
Peter Manuel and Orlando Fiol, to form a framework for assessing Brouwer’s guitar
works.
The large-scale relocation of people from Africa to the new world was estimated
to have taken place between 1511 and 1870.1 There are many practical reasons why
estimating the actual numbers taken from Africa is difficult. Considering the length of
time concerned and how long ago this practice began, records are not readily available.
There was also the clandestine trading which occurred after 1820, when Britain had
declared the practice illegal.2 Regardless, scholars such as Basil Davidson have managed
to estimate the overall figure of deported slaves as being somewhere between eleven and
twelve million.3 Cuba was host to one of the ‘longest and largest influxes of African
slaves in the new world’.4 700,000 people are approximated to have arrived during the
nineteenth century alone, mostly from a portion of West Africa that stretches from Guinea
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to Angola, taking in Nigeria, Benin, Ghana, Togo and Cameroon.5 The most sizeable
influx of Yoruba slaves arriving from West Africa to Cuba was between 1750 and 1850.6
In Cuba, the Yoruba were viewed as a sub-group of a large collection of tribes, also
including the edu, Iyesá, nupe, mosi and wari tribes.7 All tribes spoke Lucumí and had
originated from areas in West Africa in the Oyo Empire.8 Analysis of traders’ records
reveals that perhaps as much as 80% of Yoruba slaves were transported to the new world
in this timeframe. Joseph M. Murphy estimates that 135,000 Yoruba slaves arrived in
Cuba between 1821 and 1860.9 Although only a forty-year window, this suggests a
staggering total number of Yoruba transported to Cuba over the slave trade.
Predominantly from Nigeria and Benin,10 the Yoruba were dislocated from a rich
cultural infrastructure which flourished for centuries under the protection of the Oyo
empire.11 Don Skoog describes Oya as ‘a strong confederation of interrelated city states,
often at war with each other, and their neighbours’.12 While it is easy to engender images
of slaves being taken from their villages by colonial slave traders, forced onto ships
against the will of their community, this is a skewed portrayal. Forces within the Oyo
empire often conspired against the protection of their citizens from traders, resulting in
an implosion of the empire towards the end of the eighteenth century, thus
catastrophically weakening any resistance.13 The few Yoruba who remained after slave
trading found themselves in a culturally broken homeland.14 It is ironic that it was in
yearning for this cultural motherland, that the Yoruba in Cuba rebuilt many of their
5
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traditions and societal structures.15 While, to a certain degree, the cultural motherland was
now a myth, the belief in these myths and the power of re-imagination can be viewed as
building blocks in the construction of Yoruba cultures in Cuba.16 A great deal of the
Yoruba’s cultural wealth was stripped from them as they emerged into their new lives as
slaves. However, something which endured, and became a cultural cornerstone, was their
religion, which became known as Santería.
In Africa, Yoruba religion had itself contained a dispersed selection of traditions
which changed focus from region to region. A unifying factor was the worship of deities
or gods, who started life as mortals before being elevated. Each god, called an orisha,17
often started out as a great warrior or king, like Shango, the sovereign of the Yoruba
imperial city of Oyo.18 A polytheistic framework supported the worship of multiple
orishas. While some held higher status than others, deities were always considered in
plurality with each other. Villages would hold certain gods in particular regard, with
neighbouring villages worshiping in ceremonies featuring contrasting instrumentation,
structure, and gesture. Ritual ceremonies venerated gods using drumming, solo and
chorus singing and dancing. The eventual possession, or ‘mounting’, of celebrants by
particular gods was of central importance in the ceremonial proceedings. This diverse
range of worship was kept intact under the protection of the Oyo empire, headed by the
Yoruba.
In early nineteenth century Cuba, now host to a multitude of different African
slave populations, the religious practices of several tribes began to be synthesised. It was
the Yoruba people from Nigeria who steered this process. In Cuba, they began to be
known as Locumí, a Yoruba word meaning ‘my friend’ or ‘my comrade’.19 The reason
for their dominant role, or success, in carving out a cultural identity for the island’s slaves
is drawn from their history in West Africa, where they had been accustomed to existing
within a large-scale societal structure. Miguel Ramos describes this process:
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Much of Oyo lie, as ancient Oyo is now called, was transported to the New World,
reformed and adapted according to its new surroundings, and, it preserved its reign
over its “subjects” through the retention and dissemination of its cultural and
religious practices.20

Some scholars, such as Peter Manual and Orlando Fiol, have paralleled the patronage of
the Oyo empire with the strict rules enforced in colonial Cuba. Indeed, many Yoruba
slaves had grown up within an almost militaristic background in Africa. 21 These were
both contributing factors to the ease at which the Yoruba assumed cultural control on the
island and eventually displayed ‘a proclivity for rebellion’ at the turn of the nineteenth
century.22 Moreover for the Yoruba, observed by Toyin Falola, himself a member of the
community, the concept of diaspora was not uncommon. He writes how his people’s
‘early mythologies are actually inaugurated by a diaspora: the story of the princes leaving
Ile-Ife to establish kingdoms, settlements and towns is a story of a diaspora in
formation’.23 This first outward wave of Yoruba resulted in their cultural domination of
West-Africa; the centuries of slave trading which was to follow would have far wider
ranging cultural impacts.24 The sudden collapse of the Oyo empire in Nigeria left large
swaths of villages, previously unaffected by slaving, unprotected. The new world,
including Cuba, became awash with entire families of slaves. For the first time, Yoruba
women and children began arriving in the colonies. This helped dispersed African tribes
to express their identity through a Yoruba construct, giving the Yoruba the role as
conduits of slave expression. Indeed, Skoog posits that Yoruba traditions are ’central to
any understanding of Cuban culture since their relatively late arrival and significant
numbers profoundly altered the trajectory of Afro-Cuba’s formation’.25
2.2 The Santería religion
During the colonial period in Cuba, one of the newly-created vessels for ritual
worship was Santería. The name which takes from the Spanish word for saint (santo)
helped to couch, in the minds of the colonials, what appeared to be primitive slave rituals
in somewhat Catholic terms. Those closer to the religion referred to it more often as
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Lucumí, Regla de Ocha or religión Yoruba. There was, then and to the present day,
conflicting views on the level of influence from Catholicism. Other than the gesture of
correlating certain orishas to saints with similar personalities or characteristics and the
use of the term Santería, other influences were often seen as happy coincidences for those
trying to establish the religion in colonial Cuba. Indeed, Santeríá practitioners likely
borrowed Catholic forms in order to clandestinely reinvent them.26 Thus, while this early
adoption may have been seen by the colonial rulers at the time as an ‘affirmation of
inferiority’ of their African heritage, it is now viewed as a tactically acute step towards
the survival of such heritage. In Santería, an omniscient being known as Olorun, Olofi,
or Oludumare, is held above other gods known as orishas. The worshippers direct their
attention towards the orishas, as Olorun is viewed as too powerful to communicate with
directly. The parallel with a God creator held above saints in Catholicism is evident. The
Yoruba also have a word for a kind of divine power or holiness, ache.27 Regardless of
intent, the links between Catholicism and Santería gave it a degree of validity in the
colonial period.
Yoruba language and culture were the dominant shaping force in Santería. Other,
less influential, cultural tributaries included the Arará from the West African coast,
neighbouring Iyesá from east of the Oyo empire, Abakuá from Calabar and Bantu from
the west central Congo region.28 As mentioned above, this new expression employed a
kind of creative reimagining. Katherine Hagedorn describes how the beliefs of these
peripheral groups were ‘woven into the tapestry of stories or patakíes of the orishas of
Santería’.29 David Brown labels this process ‘shangonization’, where a variety of orisha
traditions were condensed into the ‘Shango-Oyo model’ by the Yoruba.30 Shangonization
refers to the orisha Shango, originally sovereign of the Yoruba empirical city of Oya.31
Shango, while in his mortal form, was believed to have elevated the status of batá drums
in Africa. Supposedly their playing ‘proceeded his processions and accompanied his
armies in battle’.32
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The rites of Shango and Oyo became a ceremonial model for the reconstruction of
Yoruba political and spiritual power in the Americas. As Oyo had organized all the
political traditions of its empire into what historian Samuel Johnson ([1897] 1921)
called “the Yoruba proper,” so Shango rites organized orisha traditions in diaspora
in Cuba.33

Shango’s new importance in Santería, raised the status of the batá drums, which in Africa
were only one of a multitude of instrumental options.34 This elevation led to the rebirth,
and permanent adoption, of the batá ensembles within Santería ceremonies.35 Aside from
batá ensembles, other percussion groupings feature in less formalised rites within the
religion, such as a bembé, güiro, cajón and iyesá ensemble; each with different collections
of single or double headed drums, rakes, rattles and gourd like instruments.36 However,
Batá’s prominence comes from a belief that the drums, when constructed in a certain way
and with specific materials, become sacred, embodied by a spirit known as ache. These
consecrated drums are known as batá de fundamento and can only be played by initiates
of the orisha Añá.37 Ramos describes how batá drums and their representation of the old
Oyo empire, had a significant cultural impact in Cuba.
The existence of batá drums in Cuba and the cultural components of this musical
genre will serve as one of many examples to illustrate the vitality of Oyo cultural
hegemony over Afro-Cubans. It is arguable that these drums and the culture that
surrounded them were very important instruments used by the Oyo to counter the
acculturation of many Africans in Cuba. Likewise, this culture became acculturative
in itself by imposing its religious world views on non-Oyo ethnics and their
descendants.38

By mentioning acculturation, Ramos raises a contentious issue regarding cultural
identity in Cuba. In the introduction and Chapter 1, Fernando Ortiz’s concept of
transculturation was discussed. His assertion was that many cultures in Cuba were
metaphorically, ‘boiled together in a stew’, emanating in a new Cuban identity.39 Ramos
chooses to view these same interactions in an acculturative way. Yoruba slaves’
connection with, and experience of Oyo, shielded them from being absorbed into the
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dominant colonial culture, while in turn helping them to absorb other slave religions.
While Ortiz’s beliefs portray a more favourable cultural landscape, perhaps the reality is
somewhat less palatable; involving cultural clashes, battles for dominance, and
essentially a hierarchical model with colonial culture at the peak. It is Santería’s place in
this, and in turn, Brouwer’s solo guitar works which this study aims to re-address.
From slave trading onward, the ceremonial music of Santería was gradually
codified into a form which is still recognisable today. This presented a more stable use of
structure and instrumentation than its African counterpart. Many subtleties were lost
consequently from the compression of several ethnic groups into the shangonized Yoruba
led model. This included a narrowing of the praise texts (called oriki). Manuel and Fiol
describe this process.
This regularisation and consolidation that evidently occurred in ocha music also can
be seen as related to another general process, by which a decline in text orientation
led to a greater emphasis on and cultivation of purely musical aspects. Such a process
is most evident in the realm of drumming. But it may also have stimulated a certain
sort of refinement, elaboration and foregrounding of the song repertoire as well.40

Despite the loss of these elements, the result could be viewed as a more powerful and
syncretic expression, and a better vehicle for venerating the orishas.
2.3 The toque de santo ceremony
The toque de santo ceremony is Santería’s primary vehicle of expression. It has
been described by Hagedorn as ‘a distillation of more than a century of diverse, divine
performative intent’,41 additionally seen by Robin Moore as representing ‘some of the
most sophisticated and engaging manifestations of Cuban national culture’.42 The
ceremony is structured in four parts: the oru seco, the oru cantado, the güemilere and the
oru égun.43 Terminology and specific spellings of these terms can vary, especially as
these traditions have been in the main transmitted orally. The first section often appears
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as oru igbodu, igbodu here meaning room, which describes how the batá drummers
perform within a small shrine room separate from the main festivities. The third section
often appears with a different spelling, wemilere, and is also known as bémbe, which
means festival or party. The final section is also known as cierre. An ensemble of three
batá drums opens the ceremony with an unaccompanied performance of short rhythmic
pieces, called toques, associated with particular orishas. Some scholarship posits the
order of toques to be fixed, with a series of twenty-two toques being played in quick
succession. Other sources suggest extreme variance in the order depending on the
occasion and general mood of the lead drummer.44
A batá drum ensemble is made up of three drums: the okonkolo, itotele and iya.
They are often colloquially described as ‘the drum who is a child, the drum who follows,
and the mother drum’ respectively.45 This relationship facilitates the lead drummer, the
iya, to initiate quick changes in the music, while also engaging in conversation with the
other two drums (particularly the itotele). This hierarchical relationship has been
engrained into batá drumming culture, bolstered by mythology and folklore, to the point
where each drum is associated with particular orishas of varying importance. The
okonkolo is the smallest drum, followed by the itotele and then the iya drum in size.
Displaying an uneven hourglass shape, they can be struck on either end, producing
different sounds. The larger of the two ends, the enú, depending on how it is struck with
the hand, can produce an open resonant sound or a muffled slightly higher pitched dry
sound. The smaller end, called the chachá, produces a high-pitched direct sound.
Fig. 2.1 A batá ensemble 46
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The batá drums participate in all sections of the toque de santo ceremony, except
in some instances where certain praise songs are sung a capella. In the second section, the
drums are joined by a lead singer, called the akpwón, and chorus of worshippers. The
akpwón sings from sacred praise texts, called orici. Their recitations urge responses from
the chorus.47 The dynamic between the batá ensemble, lead singer and chorus is governed
by strict rules, but can be and is often broken to facilitate free flow within in the ceremony.
While the akpwón is the formal initiator of vocalised call and answer between himself
and the chorus, other strong singers within the group, at some stages, take over this role,
depending on the compliance of the particular akpwón. When a good dynamic is
maintained, the oru contado section fluidly moves between worship songs for different
orishas. The oru seco could be considered a dry take on each orisha’s toque, while the
oru contado is richer, more changeable and more energetic by comparison.
The güemilere is considered the high point of the toque de santo ceremony.
Initiated members of the congregation — deemed to have ‘made ocha’, the highest
honour in the Santería religion — can be ‘mounted’ (possessed) by their patron orisha.
This concept, while similar to patron saints in the Catholic faith, predates the development
of Santería in Cuba.48 With a structure less defined than the preceding two sections, the
güemilere presents a fiesta-like celebratory atmosphere, charged with the potential for
spirit possession. The akwpón and batá drummers shift between a multitude of toques
looking to incite the beginning signs of possession in one of the santeros or santeras
(male and female initiates respectively). Katherine Hagedorn has documented her firsthand experiences of toque de santo ceremonies in Cuba from 1989 to 1999.49 During that
time, she was frequently exposed to ceremonial Santería practices at their most vibrant
and raw. Her accounts provide a powerful sense of the atmosphere of a toque de santo,
specifically the güemilere section. She frequently describes the role of the drummers and
singer: observing signs of possession, intensifying the atmosphere accordingly and
eventually initiating the embodied possession of a santero. As such, some of Hagedorn’s
observations are worth quoting at length:
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Hagedorn frequently discusses gender in Santeria. While it is common to have female akpwon singers,
initiates of the religion and performers of peripheral instruments, such as rattles and gourds, there is a
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A lanky, sad looking, middle-aged man occasionally danced in front of the drums,
moving listlessly, lethargically. His dance steps belonged to Eleguá, but he executed
them without enthusiasm, without continuity. Stopping, looking sadly at the
drummers and singer, then jerking into motion again, he moved from side to side, as
if pulled by marionette strings. All at once he would move away, shake his head as
if to rid himself of a net or web descending over his face, and then stop again. At one
point he crouched in the corner of the room, near the drummers, and began to cry,
looking furtively at the other guests. He seemed weak and depleted, out of place.
Suddenly the akpwón began directing his songs towards the man, and the drummers
intensified their responses, playing loudly and quickly, playing onto him. The
tension in the room became palpable, full of unpredictable energy. The man held his
head, shaking it, his upper body bobbing up and down; he seemed to want to escape
– from what? From the music? From the people? From some unknowable pounding
in his head? The akpwón began gesticulating, punctuating his words with an
accusatory finger pointed in the man’s face, palms open in supplication of the man’s
hips, bending towards the man and stomping at the end of each phrase, pursuing the
man in a tight arc in front of the drums.
An electric current passed through the man. He became live, in the same way that a
wire becomes live when electricity passes through it – taut, uplifted, energised, his
eyes big and bright, and no trace of sadness. He looked as though somebody had
possessed his body from the inside and was now using his eyes as windows, lighting
them up like candles.50

Similar first-hand experiences have also been documented by batá scholar Thomas
Altmann. He discusses the important role of possession, where, through their host,
orishas communicate advice and predictions to the community.
The oricha incorporated himself in one of the dancers. He shows his powers, shares
his clairvoyance, gives advice and is having a good time. You’ve got to play and
sing accordingly! Your music has to have a direction! You need conviction about
what you are putting out!51

Such accounts of possession reveal a process which is far more controlled and
selective than some field research has suggested. There has been a bias towards the
rationalisation of possession in musical traditions, perhaps underpinned by a need to
understand all the constituent parts of a musical experience. 52 One outcome of this type
of inquiry is that possession is often side-lined as something sporadic, uncontrollable and
almost primitive. Images of large swaths of people all gesticulating wildly and becoming
possessed as if by accident, or as an unknown consequence of the music, have long
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plagued the understanding of the nuances of such traditions. In the case of Santería, and
within the toque de santo ceremony, possession is seen as a sacred and vitally important
part of the proceedings. Other accounts describe scenes where the akpwón and batá
drummers purposefully steer somebody away from possession, where it would not be
appropriate in that particular context, executing a high level of control over possession,
essentially acting as a conduit between the orishas and celebrants.
During the fourth part of the toque de santo, the oru égun, the intensity is pulled
back significantly. Similar to the opening of the ceremony, unaccompanied batá drums
play toques, this time for a more selective list of orishas, always finishing with eleguá,
who is believed to be the ‘guardian of spiritual pathways’.53 After the batá drums finish,
the procession often sings unaccompanied songs, usually in praise of orishas eleguá and
olakún. This is a necessity to close any ceremony but not necessarily considered part of
the structure.
2.4 Transcriptions
The oru seco (first section) offers the best resource for rhythmic evaluation, since
the drums are strictly unaccompanied (seco here translates as dry, meaning without any
vocal adornment or dancing). This takes place in a room or area separate to the rest of the
ceremony and involves only three batá drummers performing a series of unaccompanied
toques. The atmosphere is calm, some people may observe the performance but most of
the congregation converse or prepare for the rest of the ceremony in the main area. The
interplay between the drummers is very precise and, while improvisation takes place, they
mostly draw on repertoire of known rhythmic phrases and gestures. Reliable
transcriptions of the oro seco strongly outnumber those of other sections. This is due to
the frantic nature of the second and third sections. There are quick changes in tempo,
intensity and pitch, as well as the inclusion of a lead singer, chorus and dancers. This
makes good quality recordings and transcriptions hard to achieve, although some
examples do exist. The most reliable transcriptions of the oro seco to date were published
by Steven Cornelius and John Amira (1999) and Don Skoog and Alejandro Carvajal
Guerra (2010).54 Skoog’s transcriptions absorb the opinions, thoughts and practices of
53

Guerra & Skoog, Batá Drumming, 70.
A similar study by Luis Núñez was also consulted: Núñez, Luis M.: Drumming the Gods: Selections
from Traditional Santería Drumming (Online Book, Luis M Núñez, 1995), accessed 4 November 2016,
http://furius.ca/Santeríadb/documents/drummingthegods-1.0.pdf.
54

47

several living Cuban batá drummers, resulting in a very accurate representation of the oru
seco. However, Cornelius and Amira’s work offers the clearest and easiest to navigate.
When both are used in tandem, much of the music’s rhythmic elements can be observed.
The first transcription below is from Cornelius and Amira’s The Music of
Santería: Traditional Rhythms of the Batá Drums, the second is from Skoog and Guerra’s
Batá Drumming, The Instruments, the Rhythms and the People Who Play Them, The Oru
Seco. To illustrate some of the difference between them, and as an overview of how this
music is transcribed, I show the toque for the orisha ellegua in both transcriptions. At this
point, my choice of toque is arbitrary and for illustrative purposes only. In the
transcription from Cornelius and Amira (Ex. 2.1), an open tone produced by the larger
enú side of the drum is represented on the lowest space of the clef. A muffled and slightly
higher tone produced by the enú is placed on the line above. This helps to visualise the
melodic contour of each phrase.
Ex. 2.1 Toque for Eleggua, section 5, oru seco, Amira and Cornelius transcription 55

55
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The transcription by Skoog and Guerra (Ex. 2.2) represents both open and muffled enú
tones on the second space of the clef, but with O and M letters below each note to
distinguish how they are stuck. This makes reading this music easier — especially for
novice drummers — but loses the indication of melodic contour outlined by Cornelius.
The chachá stroke is produced when the small side of the drum is struck quickly, often
using a technique similar to djembe drumming, where the side of drum and drum skin are
struck together to produce a high pitched and resonant ringing sound. Cornelius writes
this on the top space, while Skoog and Guerra use a percussive note head on the third
space. While not shown in either example, there are often markings to represent quiet
touches of the drum skin which help the player to keep time. These touch tones, while not
necessarily heard by anyone other than the drummer, are important markers of time. They
embody the concept of ‘silent downbeat’ which will be discussed later.
Ex. 2.2 Toque for Ellegua, section 5, oru seco, Skoog and Guerra transcription 56

Some publications concerning Santería provide a limited amount of full
transcriptions illustrating the second and third sections of the toque de santo ceremony.
All are informed melodically by Thomas Altmann’s Cantos Lucumí a los Orichas,
(1998). This is a reference guide for the majority of Santería songs and toques, yet does
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not feature full transcriptions, only melodies (Ex. 2.3 shows one such transcription).
Altmann’s work is particularly useful for the aspects of this project concerning the
melodic influence of Santería. Kenneth Schweitzer and Katherine Hagedorn include full
transcriptions of particular toques in the ceremony. An excerpt from Hagedorn’s
transcription of the toque for Egun is shown in Ex. 2.4. Such transcriptions attempt to
illustrate the complex relationship between the akpwon singer, batá ensemble and
procession. Inevitably, they fail to capture the spontaneous frenetic energy of these
sections.
Ex. 2.3 Ellegua, vocal melody, from Thomas Altmann’s Cantos Lucumí a los Orichas 57

Ex. 2.4. Toque for Ogún, from Katherine Hagedorn’s Devine Utterances 58
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2.5 Rationale for strands and parameters of Santería influence
To reveal the influence of Santería in Leo Brouwer’s music, I have combined
elements (referred to as parameters) from several sources, resulting in a three-strand
approach. Many of these could arguably feature in a description of broad elements of
African music, particularly the rhythmic and metric devices. As such, my analysis will
reveal these more general African influences, something which has not been tackled
comprehensively in existing research on Brouwer. However, by augmenting some
general parameters, such as polymeter and polyrhythm, with a further collection of
characteristics specific to Santería, a comprehensive tool to reveal any traces of Santería
in Brouwer’s music can be established. By searching for evidence of these features and
their development through score-based analysis, the composer’s expression of Santería
can be identified.
Fig. 2.2 Strands and sub-strands (parameters) of influence
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This approach originates in part from Jose Manuel Lezcano’s research into
revealing Afro-Cuban rhythmic and metrical elements in the music of Cuban composers
Caturla (1906—1940) and Roldan (1900—1937).59 Caturla and Roldan still inform the
direction of art music in Cuba, having had a considerable impact on the island’s cultural
heritage. Lezcano gathered a collection of rhythmic and metric devices, which he
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regarded as representative of African tradition music. These included: call-and-response
form, polymeter, polyrhythm, vertical and horizontal hemiolas, rhythmic cells, silent
downbeats, additive rhythm, timelines and metric modulation.60 These parameters were
taken from various sources dating from 1991, including most prominently the research
of A.M. Jones, Fernando Ortiz, Peter Manuel, James Koetting, Kofi Agawu, and J H
Kwabena Nketia. Lezcano’s assertion was that while the music of Roldan and Caturla,
self-affirmed nationalist Cuban composers who were aware of Afro-Cuban ethnography
and music, is labelled as Afro-Cuban, their music has not been analysed with specifically
African characteristics in mind. As such, his research added an extra dimension to how
the music of the two composers was viewed, by exposing African rhythmic and metrical
devices fundamental to the music’s fabric.
Lezcano reserved some caution when approaching the matter of why these
African devices had not previously been discussed, particularly in relation to Fernando
Ortiz. Lezcano treaded lightly on Ortiz’s legacy, recalling one of his later works, La
Africania de la Musica Folklorica de Cuba (written in 1965).61
A significant flaw in Ortiz’s theories is his conception of Afro-Cuban polymetricity
within a monometric framework […] another flaw is that Ortiz never makes clear
reference to the phenomenon of metric modulation […] One may conclude,
however, that Ortiz’s study did not reflect the most recent advances in African
musical scholarship.62

According to Lezcano, Ortiz’s sensitivity in transcribing African based music, in addition
to his overall knowledge of African scholarship was lacking.63 As Ortiz arguably shaped
the direction of Cuban musicological thought in the second half of the twentieth century,
this less than nuanced treatment of the African elements in Cuban music exerted influence
over other research. Perhaps that explains why it was only in 1991 that the first thorough
investigation into African elements in two of the country’s leading composers appeared.64
I would take this somewhat further than Lezcano. As discussed in Chapter 1, perhaps
Ortiz’s concept of cultural synthesis in Cuba — transculturation — suited the political
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narrative both before and after the 1959 communist revolution. This theory highlights the
product of cultures merging, and not original contributory cultures to the same degree. In
adopting this cultural theory, the focus was taken off traditional African ritual music,
regarded by some strata of society to be unsightly or primitive, and remained with the
label of Afro-Cuban music. The collective shaping of Cuba’s cultures has afforded
African devices only a superficial analysis, with far more detailed attention given to
general analysis of Cuban music. As already discussed, this trend is in parallel with
research to date on Leo Brouwer’s music, with the added factor that Brouwer’s career
begins at the cusp of communism control in Cuba. This has further delayed analysis of
African influences in Brouwer’s music. Chapter 6 of this project will consider this latter
issue in greater detail.
The analytical approach from Lezcano’s study is utilised in this study but with
some differences as well as some additions. Similarly, I aim to re-frame Brouwer’s music,
by arguing a more significant place for African influence. However, Brouwer’s music has
penetrated a broader musical audience than that of Cuturla and Roldan. As previously
discussed, his music has been labelled as ‘universal’. This removes Brouwer’s music
further from perceived African influences than the music of Roldan and Caturla. Scholars,
such as Eduardo Fernandez, follow this trend. Fernandez, a prestigious performer of
Brouwer’s music, turned analyst in an article for Guitar Review magazine, adamantly
frames Brouwer’s La Espiral Eterna [The Eternal Spiral] (1970) as a ‘modern’
expression.65 However, unlike Caturla and Roldan, Brouwer references the practices of
Santería. Thus, using these references as evidence of something more expansive, the
scope of this project is enlarged from Lezcano’s model to include features of Santería.
The parameters for this research project which borrow from Lezcano’s study are
highlighted in Fig. 2.3 below.
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Fig. 2.3 Influence from Lezcano’s parameters
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Polymeter, polyrhythm, timeline, metric modulation, silent downbeat and call and
answer are retained. Lezcano’s vertical and horizontal hemiola have been incorporated
into polyrhythm, as this activity is a bar preserving device, and is essentially
polyrhythmic. The bulk of Roldan’s and Caturla’s music was published long before that
of Brouwer. The convention at that time was for divisions of meter to be kept intact
regardless of syncopation or polymetricy. Thus, Lezcano needed to uncover these
rhythms, revealing the additive nature of the composer’s rhythmic sensibility. As
Brouwer’s music is mostly published with additive divisions in view, including this is not
necessary. I have retained Lezcano’s timeline category. In African music, ostinato
rhythmic cells are layered, often featuring a loose metric relationship. Each of these
rhythmic cells demark the time span (essentially meter) of the music, in different ways.
Call and answer form, taken from Lezcano’s parameters, is amalgamated with the
structural concept of calling for sectional changes adopted by various players in Santería.
This features under the structure strand.
The remaining parameters in the first two strands originate from some key
research on Santería music. As discussed, Katherine Hagedorn’s work provides insight
into the toque de santo ceremony and Kenneth Schweitzer details the conventions and
forms used in batá drumming ensembles.66 In developing a sense of the main components
of Santería music, Hagedorn’s ethnographic research of ceremonies has informed three
66
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important structural characteristics of the music: slow evocation, short dips in intensity
and finally, increasing intensity leading to frenzied possession. The overarching four-part
form and sectional calling parameters are informed by Schweitzer’s research. The threepart batá texture parameter draws in part from Schweitwer’s research but more
specifically from three reliable transcriptions of Batá drumming music.67 Some typical
textures, found between the three batá drums, are identified in their manipulated form in
Brouwer’s solo guitar music. The meter changes and hocketing parameters were
conceived by myself as possible indicators of Santería influence.
A portion of the research on Leo Brouwer’s guitar music to date has examined his
use of melody, pitch and phrasing. In 1991, Paul Reed Century discussed works from the
composer’s middle period (1964–1981), outlining Brouwer’s use of pitch sets.68 Loyda
Dumille Camacho explains Brouwer’s development of phrase as something akin to
grammar development.69 My addition to this body of work features an analysis of
Brouwer’s works to include Santería melodic qualities. The parameters have been in part
derived from Peter Manual and Orlando Fiol’s article ‘Mode, Melody and Harmony in
Traditional Afro-Cuban Music’.70 Their findings are bolstered by a seminal work in this
area, written by Thomas Altman in 1998.71 Altmann notated almost three hundred
melodies and texts from Santería praise songs (called oriki). In an article for Black Music
Research Journal, Manuel and Fiol mention the limited scope that melodic elements in
Cuba’s musical landscape have received.72 Research carried out by Katherine Hagedorn,
Fernando Ortiz and Kenneth Schweitzer, amongst others, has made passing references to
melodic movement in African-based music. Some scholars have partially approached the
same subject in popular Cuban music forms, such as Son, Rhumba and Danzon. However,
the central emphasis is generally on cultural fusion, rhythmic devices or metrical issues.
Manuel and Fiol expose a significant gap in the literature. They garner some of the more
influential melodic devices which subtend the musical identity of Santería. Many of these
inform this study’s melodic parameters, which include: unconventional harmonisation,
use of non-scalar and non-triadic movement, tetrachord figures, abrupt modulations and
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pentatony. This strand of analysis, of the three, is perhaps the most reliant on
interpretation. Abrupt pitch modulations for structural shifts could be arguably influenced
by conventional western harmonic development. Yet, Brouwer’s music appears to use
many of these African melodic characteristics, providing a strong evidence of influence
from Santería praise songs.
2.6 Descriptions of parameters
2.6.1 Rhythmic and metric parameters
Fig. 2.4 Rhythmic and metric parameters
Rhythmic and metric
Polyrhythm

Polymeter

Timeline

Metric

Three-part

Meter

Silent

modulation

batá texture

changes

downbeat

Hocketing

In discussing the performance of African music, Christopher Stover suggests ‘not
only can we entrain to two (or more) metric strands, but in many cases we must do so in
order to address the music in the way that it demands of us’.73 This goes beyond a
conventional sense of meter, which scholars such as Ray Jackendoff, Fred Lerdahl and
Maury Yeston agree is ‘established when two or more regular rhythmic strata interact,
forming one as hierarchical’.74 A multiple metric sensibility has been recognised in
traditional African music by many scholars. Jeff Pressing (2002) conceives two
constituents in the formation of ‘black Atlantic rhythm’, ‘groove and speech’.75 He
suggested that the speech patterns flow in and out of agreement with the underlying
groove, thus creating tension and release. In order to quantify any of the above, the
concept of beat in African music needs to be defined. Stover describes beat in African
music as ‘a flexible span of time rather than a single fixed point’.76 This determination is
necessary as the concept of a strong beat, which defines the beginning of a bar, is not
common. Thus, scholars tend to use the term ‘density referent’ instead of beat, essentially
describing the shortest duration of rhythmic material in a given piece. This term, coined
73
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by Mantle Hood, is one of a number of ways of describing beat; for example, Simha Arom
describes pulsations while Justin London labels N cycles.77
What all writers agree on is that meter in African music is built generatively from
small units, rather than hierarchically. These small units are gathered in many different
groupings which overlap creating a complex metric grid. Each grouping refers
simultaneously to a common time span (meter) and timeline (which will be discussed
later on). However, all elements retain fluidity, and the potential for rhythmic and metric
alterations. Research of a more general nature by Brad Osborn, that is, analysing meter
in rock music (specifically the music of Radiohead) harnesses density referent to describe
metrical complexity.78 Osborn calculates the amount of density referent in a given time
span (N) and the distribution of a given rhythmic phrase against that time span (K).
Osborn suggests that If K is more than half of N, it is heard as something incorporated
into the metrical grid; and when K is less than half of N, this is heard as something distinct
or in conflict with, the metrical grid. The latter situation aptly describes how metrical
fluidity is achieved in African music, where low rhythmic distributions against an
established meter has a destabilising effect. This fits the frequent observation that African
music persistently utilises patterns grouped in twos and threes.79 These additive groupings
are an integral part of the metric building blocks of traditional African music, and indeed
Santería. David Peñalosa’s book, The Clave Matrix: Afro-Cuban Rhythm: Its Principles
and Origins, captures many of the opinions detailed above, but in more direct terms.80
We step to the primary beat cycle, letting our feet connect our body to the earth, to
the music. Once grounded, we are ready to express the secondary beats—cross-beats
that regularly and systematically contradict the primary beats. This phenomenon,
known as cross- rhythm, presents one of the most significant challenges in rhythmic
understanding: feeling and expressing two contrasting rhythms in our body at the
same time. The third level of rhythmic counterpoint is the key pattern, or clave,
which divides the primary beat cycle into two rhythmically opposed cells and
generates an alternating momentum like the coils of an electric motor. Over this
supportive structure we will add the fourth and final element—the lead.81
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2.6.1.1 Polyrhythm and polymeter
Polyrhythm and polymeter in Santería both serve the framework discussed above,
where multiple perspectives on meter and rhythm can be sustained. Kenneth Morrison
discusses the primacy of polymeter in the performance of such music:
I do not consider myself to have a fluent grasp of any polymetric relationship until I
can smoothly switch between hearing either of the pairs as “primary.” It is only when
I can begin to perform this switch back and forth that I feel I can start to incorporate
the given polymeter into my playing.82

Polyrhythm is best described as bar-preserving polymeter. Thus, two meters are
represented within a fixed time span. This is illustrated in Ex. 2.5. (from the toque for
obtalá). The itotele (middle drum) sets itself against the meter created by the okonkolo
above and iya below.
Ex. 2.5 Toque for Obtalá, section 2, oru seco 83

Polymeter occurs when two rhythmic lines with different accentual patterns occur
together, thus preserving the pulse of each part. In the toque for inle (Ex 2.6) the iya and
itotele change from a 4/4 to 7/4 meter, the okonkolo maintains the original sense of four.
This results in staggered downbeats which align every four bars.
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Ex. 2.6 Toque for Inle, sections 3 and 4, oru seco 84

2.6.1.2 Timeline
Recalling Jeff Pressing’s separation of ‘groove’ and ‘speech’ in traditional
African music, he explains how ‘groove design presents a prioritization of rhythmic
subdivision […] and generally relies on hierarchical application of elements of length 2
and 3 to achieve complexity’.85 He goes on to distinguish this from rhythmic subdivision
in ‘asymmetric Romantic expression (e.g., Chopin’s piano music) or intellectual
numerical extension (e.g., multiserialist techniques stemming from 1960s Western
composers)’.86 What delineates African music is the permeation of additive rhythmic
groupings at all levels, expressed through different demarcations of the density referent.
At its foundation is the expression of a timeline, which is repeated continuously.87 Agawu
describes these as ‘short, distinct, and often memorable rhythmic figure(s) of modest
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duration [that serve as] points of temporal reference’.88 These act as a reference point for
other rhythmic grouping of varying lengths and rhythmic complexity. However, rhythmic
movement in African music constantly pushes against, and disperses away from, the
timeline’s regularity.
In Santería, a timeline can be marked with a percussive instrument, such as
wooden clave sticks or animal bones, and repeated unaltered during toques. Two of the
most frequently used are the bell and clave pattern.
Fig. 2.5 Timelines 89
a) African bell pattern:

b) African bell pattern, additive interpretation:

c) Clave rhythmic pattern:

The two higher drums (itotele and okonkolo) perform small rhythmic ostinato figures
which also serve as timelines, merging with the overarching timeline. They exert a
significant influence on Leo Brouwer’s music and will be discussed in greater detail in
section 3.2.3 of Chapter 3. Additive groupings (twos and threes) are part of the genome
of these timelines (as clearly identified between Fig. 2.5a and b). Using Brad Osborn’s
theories, it can be urgued that they create metric tension with the overall meter, or time
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span. This is because the number of accent points are less than half of the total density
referent.90 This provides some insight into additive rhythmic groupings, and how
groupings of three and two are fundamental in destabilising the time span. Furthermore,
Osborn discusses maximally-even euclidean rhythms, where the stress points are
distributed as evenly as possible. This is the case with the bell pattern, whose distribution
is 2,2,3,2,3.91 These rhythms, according to Osborn, are more effective in altering, or
pulling at the metrical landscape of the music. These characteristics are generally not
evident in the vocal melodies in Santería.
Ex. 2.7 Ide were were, vocal melody 92
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timeline, rhythmic groupings and vocal melodies in Santería. This dynamic relies on
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between timeline and time span, in tandem with different rhythmic groupings and
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Timelines always feature unequal groupings of small units in their central pattern
and are distinguished from purely additive metric constructions by their invocation
of isochronous rhythmic pulsations underlying their recurring cycle.94
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For the clave timeline, there are 5 accent points and 16 density referents. For the bell pattern, there are
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Therefore, a multi-layered complexity gives timelines a metric stronghold within the
music. This sustains a kind of ‘rhythmic harmony’ both in a vertical and horizontal
sense.95 Although, flexibility occurs between the rhythmic strata using timeline as a
reference point and the timeline itself. For example, from toque to toque the timeline can
rotate, spurring on a corresponding change in the rhythmic and melodic material which it
supports.96 Alternatively, during a toque, the material may change its relationship to the
timeline, shifting the beginning point, essentially rotating it.
All of this interaction is sustained by repetition. Furthermore, high predictability
is given ‘special status’ in the music. 97 The music’s fabric is governed by repetition taking
place at different levels. A timeline is repeated (most often unchanged) throughout each
toque. An akpwon singer often calls for repeated chorus responses. The okonkolo (high
drum) performs repeated rhythmic cells of the shortest duration, often half a bar or less.
The Itolele (middle drum) and Iya (low drum) play longer phrases, which are also highly
repetitive, yet prone to variation and interchanges. Each toque is made up of several
defined repeating sections. All these layers of repetition feed into how the music
progresses, whether that is building in intensity or creating a calm atmosphere for
example. Repetition is the primary means of development, in much the same way that
motivic development is for much western art music. Jeff Pressing provides a good
synopsis:
Black Atlantic rhythm is founded on the idea of groove or feel, which forms a kinetic
framework for reliable prediction of events and time pattern communication, its
power cemented by repetition and engendered movement.98

2.6.1.3 Metric modulation
Metric modulation occurs when the accentual pattern of ostinato rhythmic cells
are transformed in response to an irregular change in the time span.99 This differs from
situations where rhythmic reference to the timeline is altered (as described above) where
meter is maintained. Indeed, during metric modulation changes to the time span stimulate
small alterations to timeline. Performing these metric modulations takes a high level of
95
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skill by the group as a whole. In Ex. 2.8., taken from the toque to Titilaro, the top two
drums slightly alter their repeating timelines in order to fit with a new 6/8 meter.
Ex. 2.8 Toque for Titilaro, sections 2 and 3, oru seco 100

2.6.1.4 Persistent meter changes
In so far as comparisons to western music are useful, meter can be likened to time
span in African music. Both unify multiple rhythmic lines. However, meter holds a
hierarchical advantage over rhythm in western music. Contrastingly, time span describes
‘a fixed, cyclical aggregate of equal pulses that controls the inter-relationship of multiple
rhythmic patterns by serving as a point of reference’.101 The key phrase in this description
is inter-relationship. Each contributor in a toque de santo ceremony all have a loose
relationship to the time span, which, as I will discuss later, allows the ensemble to disperse
metrically and rhythmically from each other at different points, while still sharing a
common sense of time keeping. This is often referred to as ‘metronome sense’.102 The
group frequently changes the time span in unison. This is generally incited via a rhythmic
call from either the iya drummer or the akpwon singer.
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Ex. 2.9. Toque for Oya, Section 4, oru seco 103

2.6.1.5 Silent Downbeat
Silent downbeat plays a significant role in rhythmic and metric material in
traditional African music. Christopher Stover draws from Barbara Browning’s research
on the matter in describing how ’the suspension (or at least the de-emphasis) of the strong
beat that Browning describes is a crucial aspect of many diasporic performance
practices’.104 The term silent downbeat encapsulates an ‘internalized conception of
silences as accents’.105 This mostly takes the form of a rhythmic pattern beginning with a
rest, or a note tied over from a previous bar. However, silent downbeat is more than just
a rest, and goes a long way towards explaining the dynamic of this music. As such, players
can metrically link effectively to the degree that notes that are not sounded act as reference
points, or hooks, from which the music hangs. In batá drumming, players mark silent
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downbeats with a gentle touch of the hand on their drum. This constitutes a fundamental
part of batá drumming technique.106
2.6.1.6 Hocketing
While hocketing is evident in many African musical traditions, it is particularly
pervasive in batá drumming. Rhythmic phrasing is shared amongst two or more parts.
The result is interlocking parts which are not built upon each other but constructed within
each other, in what could be described as a stereo effect. In performing these interlocking
patterns, batá drummers must be intimately aware of the rhythmic and metric line of their
fellow drummers.
Ex. 2.10 Toque for Meta, section 3, oru seco 107

2.6.2 Structural parameters
Fig. 2.6 Structural parameters
Structural
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Short dips in Increasing

Sectional
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Structural elements of the toque de santo help facilitate the expressive power of
the ceremony. The process of initiating structural changes, conversation and
improvisation through specific calls binds seemingly disparate musical material.
Additionally, the push and pull towards evocation provides momentum, and a sense of
purpose. As Jeff Pressing has observed:
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The Black rhythmic diaspora […] seems to have remarkable capacity to facilitate
dance, engagement, and expression. There also seems to be a cathartic quality to this
rhythm, making it viable in achieving a personal sense of release or relief. Last but
not least, it is effective in underpinning solidarity in social gatherings like
ceremonies.108

It is this cohesive force that can be seen to have burrowed into the musical language of
Leo Brouwer. Most of these parameters have already been discussed, although, it is
necessary to further discuss: the batá ensemble, whole ceremonial group and sectional
calling.
2.6.2.1 Batá ensemble
Unaccompanied batá drums, which perform in the first and fourth sections of the
ceremony, can be viewed as a microcosm within the construct of the ceremony. These
sections easily stand alone on their own merits and exert quite a strong influence on
Brouwer’s music. There is a somewhat hierarchical relationship between the three batá
drums. Each drum is highly responsive to the overall rhythmic framework yet operates
within pre-defined roles. A typical rhythmic interaction is represented in Ex. 2.11. The
okonkolo (top drum) plays an ostinato pattern half a bar in duration, the iya (lowest drum)
plays the most rhythmically complex material, with the itotele (middle drum) responding
to the iya’s part; most noticeably in the third bar, where three quavers prompt an echo
later in the bar.
Ex. 2.11. Toque for Eleggua, oru seco, call 2 109
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This outlines the group’s dynamic at its simplest, and this foundation can be built upon
and manipulated, stretching the limits of these relationships for musical effect.
2.6.2.2 Full ceremonial group
The akpwon takes control of the two middle sections of the ceremony, although
the Iya drum still maintains a certain level of influence, but in a complimentary role. Upon
establishing a dynamic between the batá ensemble and the procession, the akpwon fluidly
changes between different toques. Each toque with often begin with a metrically free
rendition of the melody (see Ex. 2.12). This is often announced with a stand-alone
enunciation of an ‘eh’ syllable, which jars the group into each new toque.110 A skilled
akpwon will perform these changes with poise, providing sign posts towards the climax
of the ceremony. The next example (Ex. 2.13) shows the tapered relationships between
the singer and batá ensemble. The iya responds to the akpwon’s metrically free opening,
which incites the itotele and then the okonkolo to play.
Ex. 2.12 Toque for Ogún, akpown’s opening 111
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Ex. 2.13 Toque for Ogún, structural breakdown by Katherine Hagedorn 112

2.6.2.3 Call and answer
There are multiple communicative relationships which overlap in the Santería religion.
Like any multifaceted process, there are problems settling on terminology and precise
meanings. Schweitzer discusses how some practitioners of the religion only value the
divine communication between the ceremonial group at large and the orishas; others shift
their focus to conversational dynamics amongst the celebrants, particularly the
conversation amongst the unaccompanied batá ensemble.113 Santería practitioners often
reflect on the border between the spiritual and worldly. There is a firm belief in the
music’s power to communicate something greater than the sum of its parts, thus crossing
this border. On a more structural level, the iya drum and akpwon initiate the majority of
significant moments in the music through unique rhythmic calls. These calls provoke a
number of responses: the beginning of a new toque, change of section, call for
conversation and call for improvisation or variation.114 The sections of each toque, known
as roads, are believed to be a ‘sonic representation of a different avatar of the orisha’.115
During the unaccompanied batá sections, the iya’s specific rhythmic calls engender
certain responses from the other two drums. Thus, all three players must be equipped with
a deep knowledge of the repertoire, ready to react quickly and decisively to subtle
gestures. An initial call played by the iya (Ex. 2.14) opens each toque in the series. Once
underway, the iya controls the entry of each section, announcing its impending arrival
with a sectional call distinct from the preceding material.
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Ex. 2.14 Toque for ósun, opening, oru seco 116

A call for conversation or improvisation (Ex. 2.15) does not have a significant
effect on the structure of the music, but instead provides a link between the different
drummers, fostering their communicative relationship.
Ex. 2.15 Toque for Obtalá, call for conversation, oru seco 117
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After the batá ensemble has finished the unaccompanied set of toques, bringing
the ceremony into sacred space, they participate in a group dynamic, led by the akpwon
singer. Their deep knowledge and fine-tuned musicality are channelled into unpredictable
shifts in intensity. The singer and procession engage constantly in a call and answer
dynamic. These passages are repeated, with slight variation in the akpwon’s call each
time, building in intensity. The akpwon has complete autonomy on the pacing of the
music within this repetitive structure. Hagedorn observes if the singer ‘likes what she
hears and considers it inspiring to the orishas, she may elect to sing the same verse of the
praise song several times, just to hear the harmonized playback’.118

2.6.3 Melodic parameters
Fig. 2.7 Melodic parameters
Melodic
Unconventional Tetrachord
harmonisation

Pentatony

figures

Abrupt sectional Non-scalar and
modulation

non-triadic
movement

2.6.3.1 Non-scalar and non-triadic movement
Melodic shape in Santería is distinct from Cuban forms which engender colonial
sensibilities, including art and popular music. This perhaps is rooted in the characteristics
of the Lucumí language.119 There is a tendency towards leaping movement — thus using
non-scalar movement — but without outlining triadic harmony.
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Ex. 2.16 E Iyekuá, vocal melody 120
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Ex. 2.17 Ogún, vocal melody 121

Ex. 2.16 and 2.17, taken from Altmann’s and Hagedorn’s research, exemplify this type
of melodic movement.
2.6.3.2 Tetrachord figures
In The Music of Africa (1974), J.H. Kwabena Nketia describes how ‘singers are
not as conscious of scales in the form of abstract melodic materials as they are of tonal
sequences in melodies’.122 Practitioners of Santería only loosely consider scalar
constructs during performances. If a particular motivic sequence is pleasing to the singer,
it can often break the outline of the scale. In Santeriá the tonic is often approached from
the higher fourth (shown in Ex. 2.16). This reflects the prominence of this interval which
often acts as the outline for fixed moveable figures, tetrachord figures. These figures are
often performed in sequence, thus pulling the melody out of a specific key. This
exemplifies how much of Yoruba melodic construction contains little reference to
diatonic harmony or hierarchical relationships between pitches in key; each melodic note
being regarded as equally important.
2.6.3.3 Pentatony/abrupt sectional modulation
In general, melody is Santería is filtered through a pentatonic precept. Although,
there are instances where sevenths may be raised at cadence points — suggesting a
dominant function — and indeed songs at the fringes of the religion that have been clearly
influenced by colonial diatonic practices. Songs in the latter category would either be
regarded as peripheral to the religion, and in some factions, viewed as bastardised by
colonialism. Within this pentatonic landscape, there are four commonly used scales. The
most prevalent are the major pentatonic and major pentatonic (without a 3rd) scales
(numbers 1 and 2 from Fig. 2.8).
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Fig. 2.8 Pentatonic scales used in Santería 123
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great level of freedom. For the analytical sections of this project, all of these practices are
treated as unconventional harmonisation.
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2.7 Summary
Santería in Cuba reflects a confluence point for a plethora of issues; most
significantly, political, social, cultural, historical and economic. As such, its primary
vehicle of expression, the toque de santo, plays an important role in these issues.
Considering Santería’s involvement in the above, its representation in Leo Brouwer’s
works has been under researched, especially bearing in mind that Brouwer has openly
discussed his Cuban roots. This chapter has outlined Santería’s context, traced its
development and collated some recognisable musical parameters. This forms the
foundation for the following analysis chapters, where the influence of Santería will be
examined in detail in Brouwer’s solo guitar works.
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CHAPTER 3 SANTERÍA RHYTHMIC AND METRIC INFLUENCES
3.1 Overview
Santería influence in Leo Brouwer’s works can be observed in three broad
strands: rhythmic and metric, structural, and melodic. Each strand contains further substrands or parameters (shown in Fig. 3.1). These elements are not all exclusive to
Santería, some are found in other African-based traditional musics in Cuba, as well as
Cuban popular music. However, rather than debate the origins of devices (rhythmic or
otherwise) this method seeks to gather an inclusive representation of Santería. In
combination, the strands and sub-strands form a construct which represents Santería
music.
Fig. 3.1 Strands and sub-strands (parameters) of Santería influence
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This chapter will discuss the rhythmic and metric strand of influence throughout
Brouwer’s solo guitar works from 1955–1993. Chapters 3 and 4 cover the remaining two
strands for the same period. Analyses from these chapters serves two main goals: firstly,
to identify and quantify influence from West-African Santería, secondly, to reveal trends
and innovations. Although the former has been approached previously in other research
(albeit not very extensively), the latter has not been discussed elsewhere.1 Each of
Brouwer’s solo guitar works can be viewed as a glimpse into his expression of Santería
at the time. When analysed in sequence, innovations and trends can be revealed along
1

As discussed in Chapter 1, Huston, Peneranda and Kronenberg discuss Afro-Cuban influences in
Brouwer’s music. They focus on the Cuban popular aspect of the Afro-Cuban fusion, with not much
depth given to traditional African influences.
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with origins of later developments. This results in a multi-faceted view of how these
influences have matured in Brouwer’s compositional voice, revealing both general and
specific trends.
In approaching this analysis, as discussed in the introduction, all of Brouwer’s
output for solo guitar from 1955 to 1993 will be considered. Santería influences peak
early in Brouwer’s third period (1981–present) and reach a plateau from Rito de Los
Orishas in 1993. From this juncture, the majority of Santería influences mapped from the
beginning of Brouwer’s career can be observed in a fully developed form. The complex
thread of influence starting in 1955, subject to significant reinventions and developments,
settles comfortably into Brouwer’s mature compositional voice. While a small selection
of works could demonstrate the general trend, this would only serve to compress the
diversity of how these influences emerge. By choosing an expansive sample range,
kernels of an influence which diffuse through later repertoire, are revealed.

3.1.1 Examined works
The first of Leo Brouwer’s compositional periods, his early period, is considered
to be between 1955 and 1964. He wrote fourteen works for solo guitar during these years,
mostly multi-movement works with about a third being stand-alone pieces. While many
are considerably short, they offer a rich resource for analysis. Between 1964 and 1981,
Brouwer’s works exhibited a very different compositional style, known to be influenced
by European avant-garde composers largely based in Europe. Only five solo guitar pieces
emerged during this time. These are larger works than the previous period and have less
conventional structural frameworks. Brouwer’s final period, from 1981 to the present,
includes pieces which are longer again, often utilising conventional three movement
structure, such as La Decamaron Negro [The Black Decamaron] (1981) and the Sonata
(1991). Estudios Sencillos [Easy Studies], containing four sets of studies (written 1960,
1961, 1980 and 1981), guides students through various musical and technical challenges.
However, their didactic objective results in a less than ideal platform for indicating
developmental trends of influences since they tend to lean on only one influence, with
little development. Thus, I do not include the Estudios Sencillos when mapping broad
trends of influence, but they are consulted for more specific demonstrations of
innovations.
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Fig. 3.2 Examined works

Year Work

Movements
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I
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V
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X
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1961 Estudios
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I – Guajira Criolla
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I – Berceuse – Canción de
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Populares
Cubanos
1963 Dos Temas
Populares
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1966 Tres Piezas
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Latinoamericanas Altiplano
(1964)
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III – Tango

MIDDLE PERIOD WORKS
1964 Elogio de la

I – Lento

II – Obstinato

I – Eclosion

II – DItirambo

Danza
1968 Canticum
1971 La Espiral
Eternal
1973 Parabola
1974 Tarantos
LATE PERIOD WORKS
1981 La Decamaron
Negro

I – EL Arpa Del

II – La Huida de los Amantes por el Valle III – Ballada

Guerrero

de los Ecos

de la
Doncella
Enamorada

1981 Estudios

XI

XII

XIII

XIV

XV

XVI

XVII

XVIII

XIX

XX

Sencillos, third
set
1981 Estudios
Sencillos, fourth
set
1981 Preludios
Epigramaticos

I – Desde que II – Tristes

III –

el alba quiso hombres si

Alrededor de que todo rié: cogiste el

con trés

ser alba, toda no mueren

tu piel, ato y

corazón y

heridas: la

eres madre

desato la mia madre leve

hoy

del amor, la

de amores

IV – Rié,
que todo es

V – Me

VI – Llegó

precipitas su de la
vuelo

muerte, la
de la vita

1984 Variations sur un
theme de Django
1986 Paisaje Cubano
Con Campanas
1991 Sonata

1993 Rito de los

I – Fandangos Y

II – Sarabanda de

Boleros

Scriabin

I – Exordium-Conjuro

III – La Toccata de Pasquini

II – Danza de las Diosas Negras

Orishas

77

3.2 Rhythmic and metric influence from Santería

3.2.1 Polyrhythm
Over the sample timeframe, polyrhythm occurs regularly in significant amounts.
This impacts the rhythmic fabric of the works and, as described in Chapter 2, is felt as a
pull against the time span (meter) in the music.
Fig. 3.3 Polyrhythm (1955–1993)
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In Fig. 3.3, the x axis details the single movements contained within all solo guitar works
from 1955 to 1993. The y axis plots each movement’s usage of polyrhythm, calculated as
a percentage of the bar length duration in each case. A black trend line shows the average
usage through the sample timeframe. Further into this chapter and in Chapters 3 and 4,
similar graphs will display the influence of different parameters. The y axis
predominantly shows percentage, although in same cases it indicates the amount of usage
of a particular device. Although, when averaged, polyrhythm usage slightly declines over
the sample timeframe, its occurrence is often multitudinous and highly influential.
Instances of comparatively high usage are contained towards the end of the early period
(1955–1964), providing a steady increase from 1955 to 1964 (11% on average over the
period). Usage then wanes during Brouwer’s middle (5%) and late (5%) periods.
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Polyrhythm consistently interacts with other parameters. This is most notable in
collaboration with polymeter, where it softens the rhythmic groupings of the meter before
the latter is used (this will be detailed in the next section). Fig. 3.4 gives some examples,
taken from some of Brouwer’s early period works, of the two types of polyrhythm used
by Brouwer. That is, polyrhythm which works in hemiola against the meter and horizontal
hemiola, which contains polyrhythm between two meters represented in the same bar. All
four musical examples are in a 6/8 meter.
Fig. 3.4 Different instances of polyrhythm

References to both types of polyrhythm can be clear or obscured. This often relates to the
method which the composer chooses to group the meter. The examples in Fig. 3.4 typify
polyrhythmic usage over Brouwer’s career. In bar 31 of Preludio (1956), the meter’s
natural sense of 2 is clearly divided in 3, while bar 21 requires closer inspection to uncover
the polyrhythmic undercurrent. The first movement of Tres Apuntes [Three Notes] (1959)
contains a clear horizontal hemiola with both 6/8 and 3/4 meters represented. The last
example is grouped in a superimposed 3/4 meter but features a top line still in a 6/8 meter.
Brouwer used polyrhythm consistently as his career progressed and his ingenuity of use
was quite developed from the beginning. This is not the case with other rhythmic and
metric devices which would develop and change more over the course of his career. While
there is limited room for innovation with this parameter alone, some instances from the
middle and later period show the composer using polymeter to further push otherwise
metrically flexible passages, reflecting some development of usage over the sample
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timeframe. What remains significant are the often substantial representations of
polyrhythm in some movements (shown in Fig. 3.3) and, as will be detailed later in this
chapter, where this parameter is employed in collaboration with others.
In Canticum (1968), Brouwer employs a highly variable meter, driven by differing
rhythmic and melodic phrases. The piece is written without bar lines, however, for the
purposes of gathering and collating parameter influence, I have applied bar lines. In the
following chapters, these are displayed in all musical examples where appropriate. At the
beginning of the piece (Ex. 3.1a), polyrhythm adds rhythmic uncertainty to an already
unpredictable meter. During bars 4–7, a minim time span is loosely established. However,
this is altered by a 4 in 6 polyrhythm in bar 8. Similarly, a little later in the piece (Ex.
3.1b), a shift from 3/4 to 5/4 is followed by a 5 in 3 polymeter. While this is
mathematically impossible, the use of a rest in the next bar provides the effect.
Ex. 3.1 Canticum (1968), ‘I’, polyrhythm innovation
A) Bars 4–8 (interpretive bar lines)

B) Bars 29–34 (interpretive bar lines)

These two examples reflect Brouwer’s inclination during this period to use polyrhythm
to add further fluidity to an already unsettled metric landscape. This represents an
expanded usage of the parameter. Indeed, as will be detailed in the following chapters,
during this middle period, many parameters appear in newly developed forms. This
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corresponds with a compositional language that contrasts with the early period works.
Thus, the influence of Santería appears to be immutable in Brouwer’s solo guitar works
regardless of style. This narrative will be revisited for each parameter.
Further innovations continue into the late period (1981–present), such as in the
third movement of Preludios Epigramaticos (1981) where a constant 3/4 meter is treated
to a what I describe as ‘doubled polyrhythm’ (Ex. 3.2). The first two bars set out a rather
typical 2 in 3 polyrhythm. However, in bar 5 these same two divisions contain subgroups
of three, then changing to two. This provides a high level of metric uncertainty, even
while contained in a fixed meter. Ten years later, for Sonata (1991), Brouwer uses this
parameter similarly. In an excerpt (Ex. 3.3) from the third movement, the stability of the
3/4 meter is eroded by a 4 in 3 polyrhythm (bars 81–82), then a bar of 5/4 containing a 4
in 5 polyrhythm, followed by a return to 3/4, however with a 2 in 3 polyrhythm.
Ex. 3.2 Preludios Epigramaticos (1981), ‘VI’, bars 1–6, polyrhythm innovation

Ex. 3.3 Sonata (1991), ‘III’, bars 81–87, polyrhythm innovation
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The representation of multiple meters within a bar is not necessarily uniquely
African. Colonially-influenced Cuban popular music styles, such as son, use polyrhythm
as a matter of course but not to the same extent as Santería. The levels, particularly
towards the 1960s, to which Brouwer utilises polyrhythm suggest influence of the latter.
It is worth noting that for the Estudios Sincillos (which, as mentioned earlier, are not
included in this trend mapping analysis) Brouwer often references son and other popular
Cuban music forms, yet these pieces feature the lowest levels of polyrhythm usage in
Brouwer’s early period. Instead, they present and manipulate rhythmic patterns used in
Cuban popular music. Perhaps Brouwer did not view polyrhythm as something
fundamental to such popular forms.

3.2.2 Polymeter
As described by Peñalosa, there is a nexus between expectation and surprise
where the impact of Polymeter is felt. He describes how repetition ‘creates an expectation
in the listener's mind’.2 In Santería, this metric foundation is maintained by the okonkolo
drum, itotele drum and procession, through the performance of repetitive timelines. It will
be described later how these timelines are heavily represented in Brouwer solo guitar
works. From this position, the lead drum (iya) or lead singer (akpwon) can trigger metric
surprises, ‘breaking free of its confines and then locking to clave again’, essentially
expanding and contracting the music’s metrical framework.3 This latter tendency will be
explored during this section. In particular, Brouwer’s methods of pulling at the metric
framework through the use of polymeter, all of which closely mirror Santería practices.
When polymeter usage is mapped from 1955 to 1993 (Fig. 3.5.), a decreasing
trend is revealed. Regardless of this lessening trend, by highlighting some key moments
through the sample timeframe, a maturation of usage can be identified. Again, in the
graph below, the Y axis represents the percentage of usage (measured in bars) in each
piece.

2

Peñalosa, D.: The Clave Matrix: Afro-Cuban Rhythm: Its Principles and Origins (California: Bembe
Books, 2009), p.199.
3
Ibid.
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Fig. 3.5 Polymeter (1955–1993)
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As the early period progressed, polymeter developed in three forms that I identify
as: phrasing polymeter, two-part polymeter and displacement polymeter. Phrasing is
when repetitive groupings suggest a meter outside that of the piece; two-part refers to
both the original and new meter being represented in musical material simultaneously;
and finally, displacement occurs when the original meter is presented out of place from
its normal positioning. Making these distinctions is worthwhile as the re-occurrence of
each type, from piece to piece, is marked by small adaptions and further complexity. Each
of the three forms results in staggered downbeats, essentially the hallmark of polymeter.
In Santería music, particularly with batá drumming, two-part polymeter is commonly
used, with the other two emerging less frequently. While the guitar is a harmonic
instrument, maintaining two independent meters is rather difficult and risks cluttering the
musical texture. Brouwer’s prerogative for an intelligible texture is not an issue for
Santería ceremonial music. With three drums, a lead singer and chanting from celebrants,
sustaining two meters simultaneously is considerably easier. Given the above, it is
unsurprising that Brouwer, amongst the three forms of polymeter, uses two-part the least,
opting more often for phrasing and displacing against the metrical flow.
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Suite No.1 (1955) is regarded as Brouwer’s first work for solo guitar.4 In the first
movement, ‘Preludio’, a melody entering in bar 4 pulls away from the otherwise dominant
metric framework.
Ex. 3.4 Suite No.1 (1955), ‘Preludio’, bars 4–11, two-part polymeter

Two separate meters are maintained simultaneously, a 4/4 melody on top which is
separated by a minim from the underlying meter. The reference is further obscured in bar
6 by the insertion of a 3/4 bar, yet the polymeter is still maintained until bar 11 when the
sequence finishes. This is the composer’s first, albeit somewhat obscured, use of two-part
polymeter. As the early period progresses, subsequent references become more defined,
with a more effective ‘pulling’ at the metrical fabric of the music.
The final movement of Suite No.1., ‘Giga’, contains the first use of displacement
polymeter (Ex. 3.5). This is quite a simple, if not superficial, use of this technique. The
insertion of a single 3/8 bar (bar 19) triggers staggered downbeats between the meter and
displaced meter. Indeed, if this 3/8 addition were saved until bar 24, the displacement
would not occur. Nonetheless this is the seed from which metric displacements in later
pieces can be seen to originate. Evidence from this early stage in Brouwer’s career
epitomises the composer’s disposition towards metric flexibility. Importantly for this

4

Dos Aires Populares Cubanos and Dos Temas Populares Cubanos are believed by many to be written
prior to Suite No.1. While it is possible that Brouwer was working on these pieces at that time, they were
actually competed in 1962 and 1963 respectively. Clive Kronenberg documents this, aided by an
interview with Brouwer from 1988, in his 2006 Ph.D dissertation: Kronenberg, C.: ‘Manifestations of
Humanism in Cuban History, Politics and Culture’ (Ph.D diss., University of Cape Town, 2006), 204;
Dumond, A. and Denis, F.: ‘Entretriens avec Leo Brouwer’, Les Cahiers de la guitar, 4e trimester (1988),
12–20.
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project, influence for this appears to flow from Santería. While other devices can be
argued to be colonial in origin, polymeter and the willingness to move pulse relationships
laterally is, I would argue, strongly represented in Santería.
Ex. 3.5 Suite No.1 (1955), ‘Giga’, bars 15–28, displacement polymeter

Displacement polymeter appears briefly in Preludio (1956), this time less
superficially. Rooted in a well-established 6/8 meter, the sense of pulse is skewed in bar
16 (Ex. 3.6) with another 6/8 meter displaced half a bar ahead. The staggered downbeats
resolve shortly after, in bar 18.
Ex. 3.6 Preludio (1956), bars 12–19, displacement polymeter
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The piece’s conclusion (Ex. 3.7) displays more metric fluidity, on this occasion combined
with polyrhythmic activity. This highlights an important adaption of these two devices
towards a complex expression. The rhythmic phrase indicated in black (bars 63/64) acts
simultaneously as a polyrhythm against the 6/8 established meter and as a polymeter
displaced by a quaver. In the next bar the polymeter is resolved, but polyrhythm is still
present, and finally the 6/8 meter is fully restored in bar 65. This passage exemplifies
how, from this point forward in Brouwer’s career, he managed to manipulate the metric
fabric of the music through a combination of multiple parameters.
Ex. 3.7 Preludio (1956), bars 59–66, displacement polymeter using polyrhythm

Later that year (1956), Brouwer wrote Pieza Sin Titulo [Piece Without a Title].
The composer later added (in 1957 and 1962) two more movements to this piece creating
a set of three. Clive Kronenberg has noted Brouwer’s use of some African rhythmic
devices in this piece, focusing solely on tresillo and cinquillo rhythmic patterns.5 From
my analysis, influence of the three strands and sub-strands (parameters) is evident in the
piece and in the case of this parameter, a clear use of two-part polymeter is identifiable
(25% usage). One such instance emerges in bar 16 (Ex. 3.8). Through use of accents and
slurs to mark stress points, a 3/8 meter is established in the higher part. Below this, the
piece continues its rather unusual 7/4 meter. Throughout the piece, this is divided in three
ways; 4/4 and 3/4, 3/4 and 4/4 and in this case, 7/8 and 7/8. These divisions fluctuate
regularly to fit the melodic momentum of the piece. This practice alone softens any
expectations of a fixed meter. The stresses within the meter are changed consistently.
Furthermore, when paired with a separate 3/8 meter, as in bar 16, the metrical landscape

5

Kronenberg, ‘Manifestations of Humanism in Cuban History, Politics and Culture’, 202.
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is made extremely fluid. This represents a more developed use of two-part polymeter than
in Preludio, written earlier in 1956.
Ex. 3.8 Pieza Sin Titulo No.1 (1956), bars 15–16, two-part polymeter

Danza Characteristica [Characteristic Dance] (1957) and Tres Apuntes (1959)
offer many examples of polymeter being used in a further developed way. Upon each
emergence, it appears with some alteration, extending its impact on the metric framework
of the music. In bar 28 of Danza Characteristica (Ex. 3.9), the piece’s 2/4 meter is
displaced backwards by a quaver. A two-bar idea pulls against the metrical flow of the
piece, creating a trance-like atmosphere, directly followed by a 3/8 grouping which
creates phrasing polymeter, eventually re-aligning with the overall meter in bar 35. This
is the first example of phrasing polymeter in Brouwer’s solo guitar works. From this
point, in particular towards the end of the early period, this becomes Brouwer’s preferred
choice. The linear combination of the two types of polymeter erodes the metric stability
of the piece very effectively. Almost half (44%) of the first movement of Tres Apuntes,
written two years later, contains polyrhythmic activity (See Fig. 3.3). Written in a 6/8
meter, this is mostly presented as a three-into-two hemiola. This level of polyrhythm
alone exerts a significant influence on the rhythmic flow of the piece, which is enhanced
at times by displacement polymeter. Bar 9 (Ex. 3.10) shows one such instance where a
polyrhythm (three-into-two) is displaced by a quaver. The addition of a 3/8 bar at this
point further complicates matters. Brouwer develops this combination (polyrhythm and
polymeter) by displacing the 6/8 meter with two separate phrases: one punctuated burst
preceded by a rest and one bass figure leaping in perfect fourths. Up to now, displaced
material has been limited to small repetitive figures; this increased use of melodic
movement represents a more sophisticated use of the device.
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Ex. 3.9 Danza Characteristica (1957), bars 25–36, displacement followed by phrasing
polymeter

Ex. 3.10. Tres Apuntes (1959), ‘I’, bars 6–13, displacement polymemer using polyrhythm

The first movement of Tres Apuntes (1959) provides a distinct reference to twopart polymeter. Prior to this, references were somewhat obscured, thus not exerting much
influence on the metrical landscape of the music. However, Ex. 3.11 shows very clearly
two distinct meters (2/4 and 3/4) operating in tandem. This represents perhaps the clearest
parallel with Santeriá up to this point in the period. Polymetric interactions such as this
are routinely performed by batá ensembles.
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Ex. 3.11 Tres Apuntes (1959), ‘I’, bars 67–74, two-part polymeter

Polymeter falls out of extensive usage towards the end of Brouwer’s early period, only
used twice from 1962 to the end of the period. Further into Brouwer’s middle and late
periods this parameter gradually declines in usage. As the composer has not divulged in
any detail his interaction with the parameters, it is difficult to speculate as to the reasons
for this trend, or indeed any other trends. In the case of polymeter, as it declines in usage,
other parameters increase in prevalence, still resulting in an overall progression of
increased Santeríá influence.
Ex. 3.12 Pieza Sin Titulo No.3 (1962), bars 1–4, phrasing polymeter in a changing meter

Brouwer’s third Pieza Sin Titulo (1962) [Piece with no Title] (see Ex. 3.12) shows
a 3/4 meter being phrased through a passage where the actual meter is being periodically
changed between 2/4 and 3/4. Again, Brouwer’s inclination to manipulate the music’s
metrical framework is on display. It is interesting that, in pieces with a simple fixed meter,
Brouwer employs devices such as displacement polymeter to destabilise the meter.
However, as this early period progressed, Brouwer opted for fused meters, such as in
Pieza Sin Titulo No.3 with its 2/4 or 3/4 time signature. This could be perceived as a
practical facilitation for the amount for polyrhythmic hemiola usage in his writing. Yet,
in such pieces, he continues to destabilize an already unstable meter, but by phrasing
regular meters, such as the 3/4 in Ex. 3.12. Danza del Altiplano [Dance of the Plateau]
(1964), written at the end of the early period, again uses phrasing polymeter in
collaboration with polyrhythm. Here, a polyrhythmic figure is followed by some
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polymetric phrasing which splits from the 6/8 meter with a 2/4 repeated phrase. These
combined devices work progressively to derail any sense of metrical predictability.
Ex. 3.13 Danza del Altiplano (1964), bars 52–66, phrasing polymeter preceded by
polyrhythm

During Brouwer’s middle period (1964–1981), the use of polymeter is subject to
some extreme peaks and troughs as can be seen in Fig. 3.5, but the overall trajectory
shows a steady decline in usage. The first solo guitar piece of the period, Elogio de la
Danza [Praise of the Dance] (1964) contains 22% and 43% polymeter usage over its two
movements respectively. This was followed four years later by Canticum [Song or Chant]
(1968) with no reference to the parameter. This polarised trend occurs for the rest of the
period. Polymetric innovations in Elogio de la Danza continue in the same vein as the
previous period such as that shown in Ex. 3.14 where two-part and phrasing polymeter
are interleaved. In bar 29, a 3/4 rhythmic grouping (quaver-quaver-crotchet-quaverquaver) is sustained over the piece’s overall 2/4 meter.6 The latter is maintained by
repetition on the pitch of E at the beginning of bars 30, 31 and 32. Immediately after this,
in bar 34, a phrased 3/8 meter in suggested; shaped by a quaver followed by crotchet
grouping and helped by accents in bars 35 and 36.

6

Interestingly, this is a palindromic rhythm.
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Ex. 3.14 Elogio de la Danza (1964), ‘II’, bars 25–39

In 1971 and 1974, with La Espiral Eterna [The Eternal Spiral] and Tarantos
[Confused or Perplexed], references to polymeter are both increasingly developed and
hidden. As with polyrhythm during this period, the characteristics of this parameter
appear to be a filtrate of Brouwer’s new compositional style. Pieces such as the above
from this period, exhibit a completely new compositional landscape including: aleatory,
unbarred passages and pieces, extended techniques, use of double slaves, extended use of
dynamics and articulations, pitch sets and atonality. Given this contrast, many researchers
view these pieces as a departure from Brouwer’s early style or an unlikely doorway to his
late period. However, almost all of the parameters (rhythmic, metric, structural and
melodic) span this supposed divide. Their appearance is often obscured or even
exaggerated. Indeed, in complete contrast to findings of existing research, this period
contains just as much, if not more, evidence of African or Santería influence than the
others. Section D from La Espiral Eterna (Ex. 3.15) shows an enhanced two-part
polymeter represented on two staves. The upper part employs three pitches, which the
composer specifies should be fixed in place by the left hand. The performer is instructed
to ‘improvise on notes and figures’. Some ideas illustrating syncopated rhythmic
groupings are provided as a guide. On a second stave, a part, containing a fully notated
set of pitches and rhythms, is then superimposed onto the first. Thus, a contrast is drawn
between improvised and controlled metric material. Interestingly, the musical materials
from the two staves are interwoven, utilising a hocketing effect, another parameter from
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this strand which will be discussed later. All of which captures a new and highly
innovative perspective on polymeter that had yet to be seen in Brouwer’s works.
Ex. 3.15 La Espiral Eterna [The Eternal Spiral] (1971), bars 57–71 (interpretive bar lines)

Three years later, with Tarantos, a further innovation appears as a form of
‘migrating’ displaced polymeter. Brouwer again opts for two staves. The lower of the two
outlines a repeated timeline (crotchet–dotted crotchet–quaver) over which quasiimprovisatory material explores increasingly rhythmical complex and dense material,
building to a dramatic crescendo. Again, attention can be drawn to the combined usage
of polymeter and other Santería parameters, on this occasion with timeline, which will
be discussed shortly (section 3.3.3). At first, the material in the upper stave appears erratic
in gesture. However, on closer inspection this material is phrased in a 3/4 meter, at first
displaced behind the base 3/4 meter by a quaver, then returning displaced by a crotchet,
then a minim. The term ‘migrating’ displaced polymeter is perhaps useful in describing
this technique, which strongly conveys a sense of meter as something plastic and
malleable.
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Ex. 3.16 Tarantos (1974), bars 52–62 (interpretive bar lines)

Tarantos is perhaps the pinnacle of polymetric innovation during the sample
timeframe. Indeed, up to now, Brouwer’s constant pushing of the metrical boundaries for
this parameter provide significant insights into his compositional process. After this,
polymeter usage wanes significantly, instances become shorter and more isolated.
Additionally, few innovations occur from this point. The first movement from Preludios
Epigramaticos (1981), shown in Ex. 3.17, contains such an instance. The piece is
unbarred, although the metric background is informed by a timeline which suggests a 2/4
meter. In bars 9–14, a two-part polymeter is sustained when an additional 3/4 meter is
established.
Ex. 3.17 Preludios Epigramaticos (1981), ‘I’, bars 9–14 (interpretive bar lines)
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3.2.3 Timeline and metric modulation
In Santería, the metrical inclination of the ensemble is towards an off-beat or
combative feel, where layered repeated rhythmic cells appear to have equal footing. For
this reason, codifying meter for scholarly or analytical ends has often resulted in
disagreements regarding not just terminology but the teleological approach to the music.
Scholars, such as Kofi Agawu, argue that the concept of meter in African music should
be regarded as analogous to meter in western music. Agawu argues that variation from
this reflects an incorrect etic approach, evidence of discrimination directed at something
outside the established musical norms.7 Other contributors to the debate, such as James
Keotting and Mantle Hood, viewed African meter as distinct from western models,
developing different notation systems, apparently representing the metrical objectives of
the music.8 Keotting developed the TUBS (Time Unit Box System), which was first
conceived by Philip Harland in 1962. Agawu, in 2003, questioned the validity for using
different notational systems in representing African music, stating:
If Stravinsky did not need a new notation for The Rite of Spring, if the persistent
across-the-bar-line figures in Brahms’s symphonies can be accommodated within
the conventional representation, and if the highly embellished vocal styles in
Romanian, Hungarian, and North African folk songs have been represented (by
Bartók, among others) so as to communicate something of their essence, then it is
not clear why African music must be held to a uniquely constricting representational
mode.9

Regardless of these splintered views on approaching meter in African music, the
broad gamut of research agrees on some key elements. The metric framework begins with
a density referent. This relates to the smallest rhythmic constituent of any given metric
line.10 A time span (essentially meter) is constructed from the density referent. Most
toques [pieces] in Santería can be perceived as following a 6/8, 4/4 or 2/2 time span,
however, this does not exert a salient influence on the music. The background of the
music is essentially formed by different rhythmic cells, each featuring a unique
demarcation of the given density referent; these are known as a timelines. Of primary
importance is an unchanged timeline, which is repeated for the entire piece. This is
7

Agawu, K.: ‘The Invention of ‘African Rhythm’’, Journal of the American Musicological Society, 48/3
(1995), 380–95 (p. 380).
8
Koetting, James.: ‘Analysis and Notation of West African Drum Ensemble Music’, Selected Reports in
Ethnomusicology 1/3 (1970), 115–46.; Hood, Mantle: The Ethnomusicologist (Ohio: Kent State
University Press, 1982).
9
Agawu, Kofi: Representing African Music: Postcolonial Notes, Queries, Positions (New York:
Routledge, 2003), 66.
10
Hood, The Ethnomusicologist.
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generally maintained by a single participant using bones or something similar.11 In
Santería, this is always one of two timelines: the clave or the bell pattern. 12 Using this as
a reference, the okonkolo (smallest) and itotele (middle sized) drums perform ostinato
timelines. The okonkolo’s pattern is generally shorter, less complicated and less offbeat
than its counterpart. The Iya (largest) drum has far more rhythmic and metric freedom
and, as such, performs more of a rhythmic dialog than a timeline.13 This dynamic is shown
in Fig. 2.6. The following section will reveal the influence of the okonkolo and itotele in
Brouwer’s solo guitar works.
Fig. 3.6 Opening of toque for Babalú Ayé 14

In Fig. 3.6 above, the itotele and iya appear to be undermining the metrical strength of
the background meter. However, viewing the music as a hegemonic system misses the

11

In many performances, the longer timeline is not played. As the contour of this line has always
participated in the rhythmic arrangement of the pieces, its presence is felt regardless of being played or
not played.
12
While timeline is the most common term, others include Willie Anku’s referential rime points and Kofi
Agawu’s tapoi; Anku, W.: ‘Circles and Time: A Theory of Structural Organization of Rhythm in African
Music’, Music Theory Online, 6/1 (2000); Agawu, Representing African Music.
13
Kofi Agawu, in Representing African music: postcolonial notes, queries, provides an articulate
description of timelines as ‘a prominently articulated, recurring rhythmic pattern that serves as an
identifying feature or signature of the particular dance/drumming. These patterns are known by different
names: timeline, bell pattern, phrasing referent and so on...a short, distinct, and often memorable
rhythmic figure of modest duration (about a metric length or a single cycle), usually played by the bell or
high-pitched instrument in the ensemble, and serves as a point of temporal reference’; Agawu,
Representing African music, 73.
14
Amira, J., & Cornelius, S: The Music of Santería: Traditional Rhythms of the Batá Drums (Nevada,
White Cliffs Media Company, 1999), 63.
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metrical objective at the heart of this music. Practitioners of Santería conceive beat as
something malleable, what Christopher Stover describes as ‘a flexible span of time rather
than a single fixed point’.15 Santería practitioners can habituate two (or often more)
different meters with ease and do not see this as unusual or challenging, perhaps not even
viewing it as polymetricity. Indeed, Stover concludes in his research that ‘not only can
we entrain to two (or more) metric strands, but in many cases, we must do so in order to
address the music in the way that it demands of us’.16 Thus, since Brouwer’s music
strongly suggests influences from an African metric sensibility, it should be analysed with
this in mind.
Metric modulation occurs when such timelines change or modulate their rhythmic
pattern to accommodate a change in meter (or time span).17 Brouwer harnesses both
devices and as such, these will be discussed in tandem during this section. While previous
researchers have discussed reference to the clave and standard patterns, the majority of
timeline influence in his works actually manifests as ostinato rhythmic patterns akin to
those employed by the okonkolo and itotele drums. This represents an untapped lacuna of
Santería influence and promises greater understanding of Brouwer’s perception of meter.
Does it conform to a hegemonic or more fluid model of meter construction? Before
reviewing Brouwer’s works, some common okonkolo and itotele timelines will be
consulted for clarity. These have been collated using transcriptions from Skoog and
Guerra’s Batá Drumming, The Instruments, the Rhythms and the People Who Play Them,
The Oru Seco.18
Fig. 3.7 Common okonkolo timelines
6/8 meter
A) La topa

4/4 and 2/2 meters
B) Agueré Ochosi

15

Stover, C. D.: A Theory of Flexible Rhythmic Spaces for Diasporic African Music (Ph.D diss.,
University of Washington, 2009), xii.
16
Ibid., 3.
17
Metric modulation is discussed in Chapter 2: see section 2.6.1
18
Guerra, A. C., & Skoog, D.: Batá Drumming, The Instruments, the Rhythms and the People Who Play
Them, The Oru Seco (Illinois, The Contemporary Music Project, 2010).
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C) Osain

D) Inle

Osain

E) Obatalá

F) Iyacota

Fig. 3.8 Common itotlele timelines
6/8 meter

4/4 and 2/2 meters

A) Osun

B) Iyacotá

C) La topa

D) Osain

E) Titilaro

For a timeline to function effectively there needs to be some minor changes in
attack in addition to, but not always including, rhythmic variation. The okonkolo timeline
from the toque to La Topa (Fig. 3.7a) exemplifies this appropriately. This particular
pattern is used extensively by the okonkolo throughout the batá repertoire. The sharp
attack from the drum starts the pattern, lasting twice that of the next softer attack.
Rhythmic and attack variance gives this timeline a robust metric presence in the music.
The examples at 3.7d have been chosen to highlight how timelines are frequently rotated.
Indeed, most can be performed using any attack point as the launching point for the
phrase. In this case, the same pattern from inle occurs in osain but rotated back three
attack points. As will be shown, this habitual rotation also emerges in Brouwer’s music.
In general, the role of this drum is to articulate the ‘on’ beats of the time span, and as
such, provide a solid rhythmic presence. The other players flow between both agreeing
with and undermining the okonkolo’s marker. An Iya drummer enjoys far greater
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freedom, with improvisatory additions and learned complex rhythmic patterns. This is
more akin to a rhythmic dialogue than timeline. As such, the role of the Iya and its
influence in Brouwer’s works will be discussed mainly in reference to two parameters:
three-part batá texture (section 3.3.4) and sectional calls (section 4.2.3). The okonkolo
and itotele can be described as sharing what I describe as a ‘tongue and groove’
relationship, the latter articulating the offbeat of the former. The construction of itotele
timelines (shown in Fig. 2.8) allows for greater rhythmic complexity than the okonkolo
and they also tend to be longer in duration, thus exhibiting more variance in articulation.
By using the above examples as templates, the influence of timeline and metric
modulation in Brouwer’s works can be observed. Thus, rhythmic material which displays
a simple demarcation of the meter, uses up to three pitches (reflecting the articulation of
the drums) and uses repetition for emphasis is included. Identifying these characteristics
poses some challenges. At one end of the spectrum, Brouwer employs melodically simple
ostinato rhythmic cells and on the other he harnesses rhythmic patterns to bolster the
development of melodic phrases. At the confluence of the two, Brouwer can often use a
timeline but with an enhanced melodic element and this is included in this analysis.
However, some passages which could arguably be viewed as timeline influenced have
been discounted on account of their dominant melodic focus. Between 1955 and 1993,
the occurrence of timeline is subject to some key developments. There is an increase of
large-scale references to timeline within works. This is exemplified by an increase in the
average use from just under 10% at the beginning of the timeframe to just over 40%
towards the end (Fig. 3.9). The parameter is developed and expanded constantly, part of
which involves the use of metric modulations between different timelines. Metric
modulation also increases in tandem with timeline (Fig. 3.10), which hits on a potentially
important insight into Brouwer’s compositional process. This collaborative proliferation
strongly attributes batá drumming as a source for the development of musical material,
where these parameters support much of the melodic and rhythmic development.
Brouwer scholars, such as Camacho and Century, have examined the lateral development
of phrase using linguistic models of analysis.19 However, there is significant merit in the
inclusion of Santería in this discussion.

19

Century, P. R.: ‘Principles of Pitch organization in Leo Brouwer’s Atonal Music for Guitar’ (PhD diss.,
University of California, 1991); Camacho, L. D.: ‘Interactions, Cross-relations, and Superimpositions:
The Musical Language of Leo Brouwer, and “Sobre Heroes y Rumbas”’ (PhD diss., University of
Pittsburgh, 1998).
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Fig. 3.9 Timeline (1955–1993)
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Fig. 3.10 Metric modulation (1955–1993)
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In general, timeline emerges during the openings, conclusions and sectional

changes in pieces. This will be discussed in more detail in Chapter 4, where the influence

of sectional calling will be addressed. At this point, however, Brouwer’s progressive

innovation of timelines can be demonstrated. During the early period (1955–1964),

Brouwer generally refers to two different timelines within pieces. This is suggestive of

the okonkolo and itotele drums and as such, they often contain on and off beat

demarcations of the meter. Through these early period works, the timelines in each work

become more clearly defined, and sometimes coalesce to become a singular

The first suggestion of timeline appears in the ‘Fuga’ (second) movement of Suite
No.1 (1955). While this may seem a tenuous reference (Ex. 3.18), when taken in context
with the rest of the period under study, it can be viewed as a kernel of development.
Ex. 3.18 Suite No.1 (1955), ‘Fuga’, bars 15–20, timeline fragment.

Ex. 3.19 Suite 1 (1955), ‘Giga’, bars 5–14, timelines 1 and 2

This timeline fragment exhibits all the necessary characteristics but is interrupted by
melodic material. In addition, its influence is limited to this small section of the piece
(12%). The ‘Giga’ (fourth movement) employs two timelines, shown in Ex. 3.19. Both
appear early on (bars 9 and 11) and exert significant influence throughout the movement,
functioning similarly to the okonkolo and itotele drums. Timeline 1 pulls against the 6/8
meter of the movement with three two note groupings suggesting a polyrhythmic sense
of three. The itotele often performs this function, exemplified by Fig. 3.8 (E). Timeline 2
replicates the okonkolo drum’s default pattern for toques in a 6/8 meter, observed in Fig.
3.7 (A). This pattern functions as a unifying rhythmic marker of such pieces. These two
repeated patterns emerge in a quarter of the movement’s material: timeline 1 reoccurs
three times, while the second timeline is reintroduced five times. Such references are not
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simultaneous but often appear in sequence. Ex. 3.20 illustrates some of the second
timeline’s development, first emerging as a background element behind a scalar bass line.
This is followed by a small but important reference to a complimentary timeline.
Ex. 3.20 Suite 1 (1955), ‘Giga’, bars 75–82, timeline 2 usage

This can be directly linked to interactions between the Itotele and okonkolo batá drums
exemplified below (Ex. 3.21). This interlocking texture, referred to in this study as
hocketing, typifies much of the interaction between the drums.
Ex. 3.21 Toque for La Topa, section 5 20

In the ‘Giga’, aside from a single bar (Ex. 3.20), both timelines are iterated separate from
each other and the surrounding musical material. As the early period works progress,
timeline is further incorporated into the rhythmic texture of the works, acting as a
foundation for other material to develop.
Brouwer again refers to juxtaposed timelines In Preludio (1956). The highlighted
bars in Ex. 3.22 are not included in the analysis as timelines, as they are not repeated, yet

20

Guerra & Skoog, Batá Drumming, 116.
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they reflect the composer’s desire to illuminate what could be described as an off-beat
itotele and on-beat okonkolo.
Ex. 3.22 Preludio (1956), bars 35–38, reference to itotele and okonkolo timelines

Otherwise, Preludio contains few references to timeline (7%). However, there is a hint
towards timeline rotation. This, as mentioned above, is common in batá drumming and
Santeríá in general. The group can often change their accentual relationship to the
repeated clave or bell pattern, thus rotating its stress points. Ex. 3.23a shows bars 63–65,
where unusually placed accents cause metric dissonance in the piece. Below, a rhythmic
reduction (b), when compared to the bell pattern (c) reveals how this passage can be
viewed as a forward rotation by a quaver.21
Ex. 3.23 Preludio (1956), bars 63–65, bell pattern rotation

Rhythmic reduction of bars 63–64

Bell pattern

21

This interpretation involves leaving out one punctuated minor second interval, which is indicated in Ex.
3.23a.
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Another innovation occurs a year later in Fuga No.1 (1957). Brouwer introduces
a simplified timeline as a vehicle for development thus removing any rhythmic, pitch and
articulation variation, leaving repetition as its only facet. This is the beginning of a trend
for much of Brouwer’s works to follow, one where simplified timelines act a background
material for important thematic development. The three highlighted bars in Ex. 3.24
represent the origin off this influential element in Brouwer’s following works.
Ex. 3.24 Fuga No.1 (1957), bars 21–24, timeline 2

Tres Apuntes (1959) is a trove for timeline influence during this early period, with
the first two movements containing very high percentages (22% and 57% respectively).
It serves as a confluence of timeline innovations displayed in previous works, but in this
case, is represented on a larger scale and in greater definition. Brouwer reintroduces a
simplified timeline, six repeated quavers, in bar 20 of the first movement (Ex. 3.25).
Ex. 3.25 Tres Apuntes (1959), I, bars 18–25, timeline 1

This is reintroduced in bar 57, dominating the middle portion of the piece (Ex. 3.26). This
passage has already been discussed regarding polymeter, where the lower line employs a
sense of 2/4 simultaneously with the piece’s 6/8 meter. Brouwer’s adaption of a simple
timeline accommodates this polymetric melodic development.
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Ex. 3.26 Tres Apuntes (1959), ‘I’, bars 55–66, timelines 1 and 2

The second movement of Tres Apuntes begins with a clearly defined repeating timeline
(timeline 1), demarking the first beat of the meter (Ex. 3.27). In keeping with the trend
for greater incorporation between timelines and musical material, from bar 3, this
supports the development of a syncopated roaming melody. This is sustained until bar 9,
when a melody, which is itself a phrased 5/8 polymeter, throws the dynamic into
confusion. Equilibrium appears to be restored in bar 11, however, the next bar reveals
this as a rotation of a second, offbeat timeline (timeline 2). This drives the development
of a melodic passage which dominates the middle portion of the movement. More than
half of this movement (57%) is guided by timeline, which is the highest usage in this
period. This movement contains the first use of metric modulation in Brouwer’s solo
guitar works. Compared with the Santería equivalent, this example (Ex. 3.27) further
develops this device. The modulation is proceeded, in bars 9–11, by metrically unstable
material, aided by polymeter.22 Thus, the methods of eventual modulation from timeline
1 to timeline 2, fitting the new 12/8 meter, indicates a high level of rhythmic and metric
sophistication in Brouwer’s writing. Above all, this passage reflects a tendency which
becomes prevalent as the solo guitar works progress; that is, the co-operation of multiple
Santería parameters in creating complex layers of influence.

22

As will be discussed in the sectional calls section of Chapter 4, this material could signify the call of
the lowest of the batá drums, the iya. The rhythmic interjection is similar in complexity to the specific
calls which the iya routinely performs to initiate sectional changes.

104

Ex. 3.27 Tres Apuntes (1959), II, bars 1–15, timeline 1, timeline 2 and metric modulation

The third movement of Tres Apuntes exemplifies Brouwer’s increased diffusion
between timelines themselves. Again, a simplified quaver timeline (timeline 1 in Ex.
3.28a) is called upon. In bar 14, this is referenced again, but alongside a suggestion for
the upcoming timeline 2, which finally manifests several bars later (bar 23 of Ex. 3.28b).
This alludes to the trend of intertwining separate timelines and indeed, other musical
material as the early period progresses. Metric modulation is employed between bars 22
and 23, in a change from 4/4 to 3/4. This is similar to the first movement, where a timeline
is introduced briefly before being modulated to accommodate a meter change. Perhaps
Brouwer approaches this technique similarly to a false entry, as in fugal writing. This has
the effect of destabilising the metrical flow of the music, thus, maintaining a level of
uncertainty.
Ex. 3.28 Tres Apuntes (1959), ‘III’, merging timelines
A) bars 13–15, timeline 1 and suggestion of timeline 2
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B) Bars 18–27, timeline 2, timeline 3 and metric modulation

Danza del Altiplano (1964) is influenced significantly by interwoven
complimentary timelines. This is an extension of material from the ‘Giga’ movement of
Suite No.1 (1955), which was limited to a single bar (bar 79 of Ex. 3.20). In the Danza,
this dynamic is harnessed to accelerate the momentum of the piece (Ex. 3.29).
Ex. 3.29 Danza Del Altiplano (1964), bars 27–31, complimentary timelines

It is evident that timeline entered further into the structural fabric of the music as
the early period progressed. Subsequently, the increasing trend continues, but through
changing means. The middle period contains an increased use of timeline (30% on
average compared to a 14% average from the early period) and metric modulation.
Interestingly, the complimentary timelines from Danza del Altiplano, replicating a
synthesis between okonkolo and itotele batá drums, and other such representations during
the early period, are completely absent from the beginning of the middle period onwards.
This appears to be a deliberate omission by the composer and in line with much of his
commentary regarding his wish for greater abstraction in his music during this period.
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Instead, simplified on-beat timelines, made up of repeated quaver or crotchet movement,
are used. These are more removed from the characteristics of batá timelines and thus,
better suited to a new abstract musical landscape.
A simple timeline, containing repeated crotchets on a low E, forms the root of the
second movement of Canticum (1968). This piece is unbarred, however, I have added
interpretive bar lines in order to demark the phrases (Ex. 3.30). This reveals changes
between two timelines, a predominant 2/4 (shown in red) and 3/4 (shown in green). As
the timelines essentially mould around changing meters, these changes can be viewed as
metric modulations. Again, simplified timelines facilitate the development of material
which is distinctly intricate; both rhythmically and melodically. This dynamic could be
likened to Tres Apuntes (1959) written almost ten years earlier (Ex. 3.27).
Ex. 3.30 Canticum (1968), ‘II’, bars 1–9 (interpretive bar lines)

When comparing the two works, Canticum uses more elemental timeline in tandem with
this extended atonal musical language. This reflects an overall trend in Brouwer’s work,
a push and pull relationship between the complexity of timelines and melodic
development. This dynamic will change again during the late period, with more complex
timelines supporting melodic and rhythmic development which is minimalist by
comparison.
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La Espiral Eterna (1971) and Tarantos (1974) continue in the same vein as
Canticum (1964), but with some differing approaches to metric modulation. The uptake
of this parameter — in both this and the late period — marks an important evolution in
Brouwer compositional language. Over the duration of the period under study, different
timelines become increasingly connected, resulting in a kind of metric meshing effect in
pieces. This has been shown through the early period in many ways. The proliferation of
metric modulation is another aspect of this evolution. La Espiral Eterna is introduced by
way of timelines, which are each to be repeated ad-lib until advancing to the next (Ex.
3.31). Most of these small cells conform to a sense of three (as in timeline 1) or four
(timeline 2) in the beat.23 As such, changes between these represent a kind of metric
modulation. This technique is utilised twenty-eight times during the piece, which is the
highest per piece amount by far during the sample timeframe.
Ex. 3.31 La Espiral Eterna (1971), bars 1–8 (interpretive bar lines)

Amongst such multitudinous changes, these dominant timelines form a kind of metric
foundation, albeit engrained with changeability and unpredictability. While this appears
to be anything but meter forming, it very aptly reflects the sensibility shown towards
meter in Santería where, as already discussed, a hegemonic metric system is an alien
concept. Instead, a flexible relationship with meter (indeed, also with key and pitch) is
preferred.

23

There are some rare contradictions to this, containing uneven groupings. Bars 16 and 17 are grouped in
seven, while bar 21 is grouped in thirteen.
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Two sections of Tarantos (1974) utilise timeline, rather conventionally. Section
F (Ex. 3.32a) uses a crotchet–dotted crotchet–quaver timeline, while the piece’s finale
(Ex. 3.32c) uses more basic repeated crotchets. In fitting with the period, this piece uses
an aleatoric model which sees the juxtaposition of seven numbered and six lettered
sections, concluded by a coda (finale). Brouwer instructs the performer to begin with a
numbered section, followed by a lettered and then numbered section and so on,
concluding with the capo. His suggested ordering is: V-B-I-A-VI-C-III-D-VII-E-IV-F-IIFinal.
Ex. 3.32 Tarantos (1974), timeline and metric modulation
A) Section F, bars 52–62 (interpretation)

B) Section II, bar 2

C) Final, bars 9–12 (interpretation)

(interpretation)

Significantly, Brouwer puts the two timeline influenced sections (F and Final) in close
proximity, separated by a small numbered section, II (Ex. 3.32b). This order can be
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changed, yet the composer’s interpretation informs many of the piece’s recorded
performances. This corresponds to earlier iterations of metric modulation where a brief
period of metric confusion links two timelines existing in different meters. Although in
this instance, within a different compositional landscape.
The late period (1981–present) sees a continuation of previous trends; that is, a
growing influence of timeline (shown in Fig. 3.11) coalescing with more prevalent metric
modulation. Accordingly, the average use of timeline for the period is 37%. This is born
out in the data from Figs. 3.9 and 3.10. However, less innovation takes place from 1981
onwards. Besides the next example, from El Decameron Negro (1981), Brouwer has, at
this stage, settled on a model of on-beat or very basic timelines, often connected through
metric modulation, which hold a dominant metric influence in the music. This framework
supports the development of much of Brouwer’s musical language which, post 1981,
relies more on diatonic tonality and predictable rhythmic and metric patterns.
Fig. 3.11 Instances of excessive usage of timeline during the late period
Piece

Percentage of timeline

El Decameron Negro, ‘III’

63%

Preludios Epigramaticos (1981), ‘I’

71%

Preludios Epigramaticos (1981), ‘VI’

87%

The third movement of El Decamaron Negro (1981) returns to a device which
was briefly used in 1956 with Preludio (Fig. 3.7), timeline rotation. In Preludio, this was
used just once, when the bell pattern appeared towards the end of the piece in rotated
form. In 1981, Brouwer applies this technique to the movement’s dominant theme
(timeline 1 in Ex. 3.33). This theme shapes the first section of the movement (bars 1–16).
A development section follows, where melodic material is transposed. This is
accompanied by a rotation of the opening timeline, moved backwards by a crotchet. Thus,
the rotation acts as a kind of metric variation form. These methods represent a significant
innovation of this rotation technique. In parallel, a technique used many times during the
early period reappears, labelled as type of rhythmic false entry.24 Brouwer’s hints, in bar
13, at a second timeline just before the rotations of timeline 1. Some bars later (bar 23)
timeline 2 acts as a foundation for a sizeable middle portion of the movement; bars 23–

24

This first appeared in the third movement of Tres Apuntes (1959) and is shown in Ex. 3.28.
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80 of the total 111 bar piece. Thus, this hint in bar 13 is used as a false entry of sorts,
although it is a rhythmic rather than a melodic false entry. Adding a further layer of
complexity to this passage, these instances of timeline rotation and rhythm false entry are
juxtaposed with passages of hocketing (which will be discussed in full during section
3.3.5 of this chapter).
Ex. 3.33 El Decameron Negro (1981), bars 10–25, timeline rotation

The last two examples of this section are from late in the period under study,
Sonata (1991) and Rito de Los Orishas (1993). Again, the processes are essentially
modifications from earlier pieces. By this stage of Brouwer’s solo guitar works, the usage
levels of timeline, how it is used and its interaction with metric modulation, has firmly
settled into a pattern. Interestingly, the Sonata example (Ex. 3.34) can be drawn back to
processes during the early period, while the Rito de Los Orishas example (Ex. 3.35) can
be likened more to middle period usage. This shows a drawing together of ideas over the
period under study, reflecting a sense of a full maturation of these influences.
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The first movement of Sonata (1991) displays a very literal reflection of how
timeline and metric modulation are employed in Santería. The previous example which
is the most similar in this regard is from Tres Apuntes (1959), shown in Ex. 3.27. In the
Sonata, a 3/4 timeline (timeline 1) is interrupted by a brief period of metric confusion,
followed by a short-lived timeline (4) also in 3/4 but using a 4 in 3 polyrhythm. This is
followed by a 6/8 timeline (5). In this instance, metric modulation occurs between
timeline 1 and 5, the brief timeline 4 is again acting as a type of rhythmic false entry.
While it carries a 3/4 meter, its polyrhythmic grouping prepares the way for the new 6/8
meter. Two years later, with Rito de Los Orishas (1993), Brouwer again returns to the use
of simplified timelines fused together by multiple modulations. This acts as a foundation
for the development of melodic material and sudden chordal bursts. Previously, this
technique was used most prevalently in La Espiral Eterna (1971) some twenty years
earlier (shown in Ex. 3.31).
Ex. 3.34 Sonata (1991), ‘I’, bars 24–32
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Ex. 3.35 Rito de los Orishas (1993), ‘I’, bars 35–44, excessive metric modulation

3.2.4 Three-part batá texture
Some passages during the sample timeframe have significant textural similarities
with a Santeriá batá ensemble, both in terms of function and complexity. Such instances
display the same repeated interlocking cells in two voices, replicating the small okonkolo
and middle sized itotele drums. A third voice mirrors the complex, offbeat and larger
phrased rhythmic cells associated with the lead (and lowest sounding) iya drum. During
the sectional calls section of Chapter 4, It will be discussed how these passages are often
used to call the introduction of new sections. Viewed broadly, there is an increasing trend,
albeit these instances occur quite infrequently (Fig. 3.12). Between 1955 and 1993, such
references are generally fleeting and quite static in terms of development or innovation.25
As will be shown, Brouwer appears to use this device as a compositional colour, rather
than something with effects musical landscape deeply.

25

The second movement of Dos Temas Populares Cubanos (1963) is an exception to this. Three-part
batá influences 62% of this movement.

113

Fig. 3.12 Three-part batá texture (1955–1993)
70
60
50
40
30
20
10

19
19 55
55 Su
S ite
19 uite No
19 55 No .1 55 Sui .1 Pr
Su te - Sa elu
ite No ra dio
19 No .2 - ban
56 .2 Pr da
19 Pie - A elu
57 za nd dio
19
a
19 62
19 Piez Sin ntin
63 Do
T
o
5
a
s
1 9 S itu
19 Dos Air 959 Tre in T lo
s i 1
6 T e
19 4 T em s Po Tre Ap tulo
64 re as pu s A un 2
Tr s Pi Po lar pu tes
es ez pu es nt Pi as la Cu es I
ez La re b as tin s C an III
19 Lat oa uba os 64 ino me no I
El am ric s og e an I
io ric as
de an 1
19
96 la as - I
8
8 Da III
Ca n
19 1 E
19 81 l D 1 nti za 8 E ec 9 cu II
19 1 P l De am 73 P m
81 rel ca er ar - II
19 Pr udi me on N abo
e o
19 81 lud s E ron eg la
86 Pre io pig Ne ro
Pa lud s Ep ram gr - I
isa io ig a o je s E ram tic III
Cu pi a os
ba gra tic - I
no m os I
19
co atic - IV
93
n o
Ri 19 Ca s to 9 m V
De 1 S pa I
Lo ona sas
s O ta
ris - I
ha I
sI

0

Batá texture as %

Linear (Batá texture as %)

This textural dynamic manifests in 16% of Fuga No.1 (1957). One such reference
takes place over a single bar, exhibiting a polyrhythmic complexity that distinguishes it
from the others. Ex. 3.36 shows the original bar as it is written for solo guitar and below
this, my own rhythmic transcription for batá ensemble. This is a reliable method of
judging the similarity of these passages to the batá equivalent. In the transcription, the
top voice works well as a simple okonkolo timeline. The lower voice interacts
polyrhythmically with the okonkolo creating an interlocking texture. Below this, the
middle voice (iya) adds rhythmic complexity to the itotele cell. The next reference, from
Tres Apuntes (Ex. 3.37), contains a simple okonkolo voice consisting of quavers, which
is embellished rhythmically with some semi-quavers by the itotele. Again, this aligns to
batá practice, where the itotele will often augment the smallest drum’s simple
demarcations. A sense of three is maintained by the two top drums, which is
polyrhythically offset by the iya drum with four dotted quavers. Although the voices in
Brouwer’s score do not align exactly with that of a batá ensemble, the textural outcome
is the same. Additionally, as this dynamic is repeated, twice in both Ex. 3.36 and Ex. 3.37,
it creates an effect very similar to a section within a batá toque (or piece).
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Ex. 3.36 Fuga No.1 (1957), bar 32, three-part batá texture

Ex. 3.37 Tres Apuntes (1959), II, bar 25, three-part batá texture

Dos Aires Populares Cubanos, written towards the end of Brouwer’s early period,
provides glimpses of a textural landscape which is strikingly analogous to a batá
ensemble. The transcription of bars 11–14 (Ex. 3.38) reveals an interlocking texture
between the okonkolo and itotele voices, which is repeated twice. A cell of six repeated
quavers is switched from one voice to the other, creating a batá-like call for conversation.
The iya voice performs longer phrased and more rhythmically complex material,
correlating to the iya’s role within the ensemble.

115

Ex. 3.38 Dos Aires Populares Cubanos (1962), I, bars 11–14, three-part batá texture

The textural dynamics of the Batá ensemble exert no influence on solo guitar
works from Brouwer’s middle period. This in itself is a significant finding and makes this
parameter an outlier amongst all the others. Perhaps, appearing to use this device as part
of a compositional palette, Brouwer decided to omit it during this period. Other devices,
such as those discussed (polyrhythm, polymeter, timeline and metric modulation) by their
nature are more interwoven with the metric and rhythmic fabric of the music. As such,
they persist throughout Brouwer’s three compositional periods.
Towards the end of the period under study, with the first movement of Sonata
(1991) and the first movement of Rito de Los Orishas (1993), there are two noteworthy
examples of three-part batá texture influencing main themes. For the former, the middle
portion of the movement adopts, the by now, characteristic batá roles (Ex. 3.39). That is,
the simple repeating rhythmic cells of the okonkolo, in symbiosis with a more developed
offbeat itotele pattern, which both act as a foundation for the improvisatory rhythmically
complex iya drum. When re-notated, Brouwer’s texture is evidently such. Each two-bar
phrase is anchored by simple dotted crotchets in the okonkolo, demarking each bar with
a 6/8 meter. Every other bar, the itotele performs off beat variations of the okonkolo part,
providing longer complimentary phrase lengths for this part. The iya part, which occupies
the lowest register in a batá grouping but is placed in the middle here, is performing the
most complex and unpredictable material.
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Ex. 3.39 Sonata (1991), ‘I’, bars 29–34, three-part batá texture
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The middle portion of the first movement of Rito De Los Orishas (1993) exhibits batá
texture, although, in more diffused form than previously. Overall, the example contains
three defined rhythmic roles akin to a batá ensemble but not in parallel. In Ex. 3.40, a
simple crotchet demarcation of a 4/4 meter is present, although subject to an interjecting
5/4 bar. Complimenting this, in bar 57, is an off-beat itotele pattern. In the same bar, the
iya drum answers the itotele. This could be considered part of the same rhythmic line, yet
a change in articulation in the second half of the bar and the doubling of the okonkolo cell
in bar 60 support a two-voiced approach. Bars 58 and 59 see a virtuosic explosive
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rhythmic cluster by the iya, preceding the fourth beat, repeated on the third beat in the
following bar.
Ex. 3.40 Rito de los Orishas (1993), ‘I’, bars 57–62, three-part batá texture

3.2.5 Silent downbeat, hocketing and meter changes
Silent downbeat, hocketing and meter changes serve as a good litmus test for the
influence of Santería rhythmic and metrical parameters. These three devices entwine,
forming a foundation of sorts, from which other more complex processes emerge:
polymeter, polyrhythm, timeline and metric modulation. As such, the trends displayed
in Fig. 3.13 and Fig. 3.14 are isomorphic to that which has been revealed thus far.
Instances of hocketing and silent downbeat maintain an almost level footing (slight
decrease) from 1955 to 1993, meter changes proliferate throughout that time. These
particular parameters diffuse through the music in subtle and different ways. Hocketing
impacts the music’s texture, affording the interweaving of multiple rhythmic voices.
Through consistent silent downbeat, the emphasis of strong and weak units of the beat,
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or density referent, is constantly shifting, manifested eventually in the music’s phrasing.

Similarly, persistent meter changes inform a fluid metrical landscape. One which is

suited to absorb high levels of polyrhythm and polymeter, such that these parameters

can retain subtlety. At first, after the macro analysis, there appeared to be little benefit

in analysing particular instances where these devices were employed. Indeed, their

presence appeared self-evident and not noticeably subject to innovation or development.

But when occurrences were viewed in detail from piece to piece, some significant, and

contrasting, trends appeared for silent downbeat and hocketing.

Fig. 3.13 Hocketing and silent downbeat (1955–1993)
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Fig. 3.14 Meter changes (1955–1993)
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Some basic analytical tenets feed into the data from Figs. 3.13 and 3.14. The
identification of silent downbeat is restricted to instances where a rest, or tie from the
previous bar, takes place on a strong beat of the established meter; this is most frequently
the first beat of the bar. Other examples, perhaps appearing more pronounced, involve
the insertion of a small bar containing only a rest. Hocketing has been identified where
significant levels of exchange between two independent rhythmic voices are sublimated
into a unified rhythmic expression. As described in Chapter 2, this represents a ‘tongue
and groove’ relationship. Calculating meter changes is a relatively straight forward
process. Changes into and out of new meters are both counted, with the overall figure
represented as a percentage of each piece’s bar length. Some examples of obvious silent
downbeat are shown below (Ex. 3.41) in three examples which span the period under
study.
Ex. 3.41 Examples of silent downbeat
A) Fuga No.1 (1957), bars 33–35

B) Canticum (1968), bars 35–38
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C) Rito de los Orishas (1993), bars 26–34

In tandem with these types, silent downbeat often appears in a hidden form (Ex.
3.42). This is due to the effects of polymeter on particular passages. Such as in Preludio
(1956), where a displaced 2/4 meter is followed by a rest on the weak beat of the overall
meter. However, this can be viewed in terms of the displaced meter, giving this rest the
effect of a silent downbeat. The same occurs in 1981 with the first movement of Elogio
de la Danza, this time occurring after intermittent passages of two-part polymeter.
Ex. 3.42 Examples of hidden silent downbeat
A) Preludio (1956), bars 12–19

B) Elogio de la Danza (1981), ‘I’, bars 7–14
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The development of silent downbeat over the sample timeframe is unusual. The
early and middle periods see an expanding usage of the parameter, 4% increasing to 6%.
Episodes of conventional and hidden silent downbeat populate these periods. However,
from the beginning of the late period (from 1981) hidden occurrence cease and other
references diminish significantly in frequency. This sees a drop to 3% usage.
When viewed overall, the representation of hocketing (Fig. 3.13) remains
consistent during the period under study. However, similarly to the silent downbeat,
deeper investigation yields trends and innovation under the surface of this initial
evaluation. At the very early stages of Brouwer’s solo guitar works, hocketing manifested
occasionally during passages. These cases were very brief and exerted an inconsequential
impact on the music’s fabric. Such as in Pieza sin Titulo (1956) (Ex. 3.43), where the
contrapuntal texture occasionally becomes augmented with back and forth interaction
between the two voices. Together with this type of representation, this period sees the
introduction of hocketing for some primary themes of pieces. This occurs intermittently
during the period, but the few examples are notable in their clear use of the parameter.
Firstly, the reoccurring and pivotal theme from Danza Caracteristica (1957) employs
hocketing (shown in Ex. 3.44a). In the score, the blue and red arrows delineate the two
voices which merge. As will be discussed in Chapter 4, this theme’s importance is drawn
from its ushering or calling of new sections throughout the piece. Two years later,
hocketing also permeates the second movement of Tres Apuntes (1959) (Ex. 3.44b). In
keeping with an over-arching trend of overlapping parameter use thus far, hocketing
occurs between an off-beat melody and a well-established timeline, the former essentially
wrapping around the attack points of the latter. This dynamic affects the majority of the
movement’s opening theme (as shown) and also plays a conclusory role in the movement.
Ex. 3.43 Pieza sin Titulo (1956), bars 25–26, occasional use of hocketing
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Ex. 3.44 Hocketing entering themes in early period works
A) Danza Caracteristica (1957), bars 1–3

B) Tres Apuntes (1959), bars 1–12

This segment of Brouwer’s solo guitar works (1959–1961) displays the highest
levels of hocketing during the sample timeframe (11% on average). High points include
the second movement of Tres Apuntes above (51% usage) and the first of the Etudes
Sincillos (92% usage), indicated in Ex. 3.45 below. Interestingly however, hocketing
enters into the music’s fabric to a far greater degree during the middle and late periods,
albeit with considerably lower levels of the parameter (8% and 5% during the middle and
late periods respectively). This argues the case for delving into the wider trends presented
within the sample timeframe. In this case, Brouwer’s innovations run congruously to the
overall trend. This two-pronged analytical approach insures that Santería influence can
be represented in as many facets as possible.
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Ex. 3.45 Estudios Sincillos (1960), bars 1–3, 92% usage of hocketing

With Brouwer’s middle period, starting with Elogio de la Danza (1964),
hocketing begins to emerge during virtuosic passages. This innovation becomes
widespread during the period and, as shown in Ex. 3.46, appears in different guises. The
first instance, from the opening movement of Elogio de la Danza (Ex. 3.46a), links two
melodic phrases with a brisk and dynamically rising semi-quaver sextuplet burst. This
technique is expanded further in La Espiral Eterna (1971) where a much larger passage
links two main sections of the work (Ex. 3.46b). Here, hocketing is placed amongst
indeterminacy and improvisation. The performer is instructed to strike the guitar’s
fingerboard using individual fingers on the left and right hands. The composer provides
a small example which contains no overlapping between the two parts. This results in an
overt hocketing effect whose dynamic is strikingly similar to that of a batá ensemble
(specifically the okonkolo and itotele drums). Brouwer’s allocation of different finger
usage for both hands (1, 2 and 3 on the left; i, m and a on the right) is particularly resonant
of batá drum technique. Each of the three fingers produces differing attack strength and
sound quality, analogous to the three sound capabilities of a batá drum (two tones from
each side of the drum and a slap tone). The performer is instructed to improvise
rhythmically around these parameters for 45 seconds. Following from this, with Parabola
(1973) and Tarantos (1974), hocketing continues to be utilised during short virtuosic
passages, shown in Ex. 3.46c and Ex. 3.46d. Notably, the second of these contains
simultaneous usage of timeline in a lower voice.
Ex. 3.46 Virtuosic usage of hocketing during middle period works
A) Elogio de la Danza (1964), ‘I’, bars 15–18, first instance of virtuosic usage of hocketing
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B) La Espiral Eterna (1971), bar 55 (interpretive bar lines), innovation of virtuosic
hocketing

C) Parabola (1973), bar 63–64 (interpretive bar lines)

D) Tarantos (1974), 57–60 (interpretive bar lines)

During this middle period, there is just one instance where hocketing enters an
important theme of a piece, occurring late in the period with Parabola (1973). The theme
in question, titled yambú (shown in Ex. 3.47), is repeated several times in slightly
differing formations, with each utterance followed by an answer.26 Eduardo Fernandez
has observed that in many ways, this theme acts as the ‘centre of gravity’ of the piece,
enhancing hocketing’s significance during the piece.27

26

Yambú is the name of a specific rumba dance form. Eduardo Fernandez makes an interesting
connection between Brouwer’s use of Sul Ponticello during these repetitions and the nasal quality of style
of singing which would accompany this dance; Fernandez, E: ‘On Parábola by Leo Brouwer’, Il
Fronimo: Rivista Di Chitarra, 42/165 (2014), 7–18 (p. 13).
27
Fernandez, E: ‘On Parábola by Leo Brouwer’, Il Fronimo: Rivista Di Chitarra, 42/165 (2014), 7–18 (p.
5).
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Ex. 3.47 Parabola (1973), bar 48 (interpretive bar lines), hocketing during main themes
in middle period works

The two above innovations, hocketing permeating main themes during the early
period and virtuosic language during the middle period, settle into Brouwer’s
compositional language during the late period. These appear by now to be tools which
the composer can utilise for specific effect. So, although the overall levels of hocketing
usage decreases during this period, instances are primarily centered around these two
innovations. This results in an actual extension of particular occurrences, such as with El
Decamaron Negro (1981) and Sonata (1991). In the former (Ex. 3.48a), for the third
movement’s main theme, three voices coalesce towards a unified melodic expression.
Each voice (shown with red, blue and green arrows) occupies a separate rhythmic space
in the music. Ten years later with Sonata, the third movement’s opening theme (Ex.
3.48b) display the, by now, characteristic back and forth movement between two voices.
Both themes hold primacy in each movement, giving hocketing an enhanced place in the
music. Virtuosic hocketing is also diffused throughout the period, such as in the second
movement of Rito de los Orishas (1993) (Ex. 3.49). This example typifies how this
innovation has become infused with Brouwer idiomatic style for such passages.
Hocketing emerges during only two bars of this five-bar florid run. The composer calls
upon the device to create a pulsating effect, which increases tension.
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Ex. 3.48 Extended use of hocketing in main themes during late period works
A) El Decamaron Negro (1981), ‘III’, bars 1–6

B) Sonata (1991), ‘III’, bars 1–4

Ex. 3.49 Rito de los Orishas (1993), ‘II’, bars 45–49, hocketing firmly part of virtuosic
language

3.3 Summary
Discussing the trends and innovations unique to each of the above parameters delivers
fresh insights into Leo Brouwer’s musical language, specifically the rhythmic and metric
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influence from Santería. From the outset, a key goal of this project was to identify and
detail this influence. The graph below (Fig. 3.15) absorbs data for these parameters using
percentage usages (all except metric modulation, as this is measured in amounts). What
is immediately evident is both the steady representation of this influence and the marked
increase between 1955 and 1993.
Fig. 3.15 Rhythmic and metric parameters, excluding metric modulation
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Some large-scale influences have been revealed in this chapter. By analysing the
use of timeline, two new wide-ranging developments have been discovered. That is, a
type of reciprocity between the complexity of timelines and melodic development and a
gradual coming together of timelines and metric modulation resulting in a type of metric
meshing effect in the works. All of which informs a dynamic where these two parameters
exert a primary metric function, supporting the majority of thematic development. This
correlates to the Santería approach to meter, where, as described in Chapter 2, a fluid and
multifaceted perspective is preferred. Described in Anku’s terms, West-African music
forms, such as Santería, are ‘rigidly controlled by a recurrent rhythm often associated
with the role of the bell pattern’.28 As such, Brouwer’s solo guitar works move
increasingly closer to this type of metric landscape over time. Similar analysis revealed
how main themes began to absorb hocketing during the early period. This permeated more
into virtuosic language during the middle period and both main themes and virtuosity
28

Anku, W.: ‘Circles and Time: A Theory of Structural Organization of Rhythm in African Music’,
Music Theory Online, 6/1 (2000), p. 1.
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during the late period. It was revealed how, over time, a collaborative effort between three
types of polymeter (two-part, phrasing and displacement) destabilised meter. While this
parameter decreases in usage between 1955 and 1993, its impact over that time attributes
to some more memorable moments of Santería influence.
Broader findings have also added to the knowledge of how parameters have
infused Brouwer’s compositional process over time. Such as the obscuration, and often
significant extension, of parameters during Brouwer’s middle period. This is significant
as previous research has not bridged the gap between his first and third periods in
analytical terms. As discussed in the introduction chapter, the periodisation of these works
has resulted in a segmented approach to analysis. Researchers have either focused on one
period for study or noted the differences between the three. By following the thread of
Santería influence through the middle period, knowledge of Brouwer’s composition
process during this period has been gained, arguably more than by focusing on the period
as a separate entity. As such, the analytical approach of this project reveals instances
where parameter representation has dropped significantly at different periods.
Significantly, the usage and impact of polymeter wanes considerably during Brouwer’s
third period. Additionally, there is a less complex and impactful usage of silent downbeat
during the third period and three-part batá texture exerts no influence during middle
period. The first two findings appear to outline an exhaustion of innovation for those
particular parameters and are outliers in the study. As will be discussed for all three broad
strands of influence, a majority of parameters develop through the third period towards
the 1993 cut-off. The last finding appears to be an anomaly in this study, as all other
parameters can be traced, in some manner, through all three periods.
By investigating the innovations that some parameters have undergone over time,
some more local, or micro, innovations have been identified. Many of these represent
Brouwer’s constant motivation towards the development and modification of musical
devices. They can be viewed as artefacts of this inclination, hidden amongst the works
and small-scale in terms of impact, but still valuable in terms of how they describe the
musical landscape. For example, there is the use of a kind of double-polyrhythm
displayed during Preludios Epigramaticos (1981). Additionally, hidden silent downbeats
were revealed when viewing this parameter in terms of polymeter. It was revealed how
rotation and, what I have labelled, rhythmic false-entry can be revealed in Brouwer’s use
of timelines. These occur infrequently but represent a complex innovation of this
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parameter. There are also the occasional instances where three-part batá texture is directly
reflected in Brouwer’s writing. These instances are often striking in their analogousness
to the rhythmic interactions which underpin a Santería ceremony.
Lastly, a synthesis of usage between all parameters in this strand (rhythmic and
metric) has been unearthed. Later in this thesis, it will be discussed how this synthesis
takes place across all three strands of parameters. Focusing on this chapter however, a
trend emerges where parameters increasingly coalesce from 1955 to 1993. In particular,
this takes place between timeline and metric modulation, with these elements becoming
a binary expression during Brouwer’s late period. Additionally, despite its decreasing
usage over time, polymeter continuously interacts with other parameters. Such as with
polyrhythm particularly during the early period, hocketing in La Espiral Eterna, timeline
in Tarantos and silent downbeat in Preludio and Elogio de la Danza. Furthermore, within
polymetric usage itself, a trend of increasing combination between different types of
polymeters has been revealed. Another memorable example includes a combination of
timeline and hocketing during Tarantos.
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CHAPTER 4 SANTERÍA STRUCTURAL INFLUENCES
4.1 Overview
Santería’s structural influence in Brouwer’s works is observable through the five
parameters, shown in Fig. 4.1 below.
Fig. 4.1 Structural parameters
Structure
Slow

Short dip in intensity

evocation

Increasing

Sectional calls

Four-part structure

Intensity/frenzy

As with the rhythmic and metric strand, the overall trend from 1955 to 1993 is one of an
increasing usage and innovation of parameters. Similarly, subtle developments occur
within this macro picture. Manifestations of the first four parameters take up the majority
of observable influence. Through a combination of the above parameters, a potential fifth
parameter, four-part structure, can be considered. This relates to the overall structure of a
Toque de Santo ceremony which could be regarded as an overly literal reflection of
Santería. Indeed, Brouwer’s absorption of Santería structural sensibility has permeated
through subtle and fragmented means. That being said, four works are highly
representative of this structure and there is merit in discussing these parallels in detail.
The development of structural parameters from 1955 to 1993 is somewhat
different to the rhythmic and metric strand. In the latter, the avant-garde language of
Brouwer’s middle period veiled their usage, yet analysis revealed high levels of
innovation in maintaining the integrity of such parameters. However, in all three of
Brouwer’s periods, structural parameters appear quite readily and require little parsing to
reveal. Additionally, sectional calling and four-part structure exert their influence on a
macro level. While musical content changes over Brouwer’s career, these parameters
appear to form a stable supporting framework. As such, the innovations revealed in
Chapter 3 are not replicated below. What does emerge however, is a trend of increasing
use of Santería structural devices. Over the period under study, structural operations
increasingly mirror those of the Toque de Santo ceremony.
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4.2 Structural influence from Santería

4.2.1 Short dips in intensity/slow evocation/increasing intensity/frenzy
As described in Chapter 1, a Toque de Santo ceremony moves through different
phases, each with differing intensity. The primary aim of the ceremonial group is to
establish, maintain and intensify communication with the Orishas. This spiritual bond is
often broken momentarily, resulting in a dip in intensity. In such an instance, the akpwon
singer or lead batá drummer (iya) will initiate a passage of evocation to re-establish the
connection. If successful, this inspires the collective to recommence dancing. From this
point, the slow escalation of intensity takes control, purposefully resulting in possession.
This is an indispensable element of Santería religious worship. These periods can escalate
towards an atmosphere which is highly intense, unpredictable and often volatile. Such
moments vary in length and are often cut short, brought about perhaps by a misjudged
change in direction by the group’s leaders (the akpwon singer and iya drummer) or an
unstable connection between worshipper and Orisha1. Once again, a slight lull follow,
and the cycle continues.
By observing musical instances of these short dips in intensity, slow evocations,
increasing intensity and frenzy throughout Brouwer’s works, influence from these aspects
of ritual can be tracked. The results are shown in Figs. 4.2 and 4.3 below. It is important
to note that a significant degree of interpretation is used to identify these parameters.
While describing these parameters, such as slow evocation, may appear self-evident, I
have nonetheless developed a fixed constellation of elements which best describe their
occurrence. Short dips in intensity are identified by musical devices such as: sudden bars
of silence, increased use of rests, decreasing note values and tempo markings. All if which
halt the music’s momentum. Slow evocations are considerably larger in duration than
dips in intensity and exert a greater structural influence. As such, taken in context with
any given piece, they exhibit longer phrasing, quieter dynamic and a slower tempo
marking (such as ‘tranquillo’ or ‘pesante’). These passages often lead to dance-like
material. While this is not viewed as a parameter in itself, it is often observed within the
range of these parameters. Passages of increasing intensity and frenzy can be viewed as
a split-parameter. Often, the momentum of a piece can be increased through shortened
phrasing, rhythmic repetition, increasing dynamic and broadening texture. This
1

Hagedorn, K. J.: Divine Utterances (Washington and London: Smithsonian, 2001), 78.
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sometimes culminates in a passage of frenzy, indicated by musical devices such as: chords

which are strummed percussively or aggressively, triple forte dynamic markings and

excessive use of accents. These can accompany a dramatically increased texture and

often, rhythmic unpredictability or indeterminacy. On other occasions, passages of

increasing intensity end anti-climatically, with none of the above frenzied characteristics.

Fig. 4.2 Evocation and short dips in intensity (1955–1993)
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Fig. 4.3 Increasing intensity and frenzy (1955–1993)

100
90
80
70
60
50
40
30
20
10
0

Increasing intensity/frenzy
as %

Linear (Increasing
intensity/frenzy as %)

133

19
19 55
55 Su
S it
19 uite e N
19 55 N o.1
55 Su o.1 - P
Su ite - S rel
ite No ar ud
19 No .2 aba io
5 .2 - P nd
19 6 Pi - A relu a
57 eza nd d
io
19 Pie Sin anti
za T no
5
1 9 S it
19 959 Tre in T ulo
6
19 2 D Tre s Ap itul 1
63 o s A un o 2
D o s A pu t e s
s T ires nt - I
em Po es
a p - II
1
19
96 s Po ular I
64
4 p e
El 19 Tre ula s…
og 64 s re
io T Pi s…
d r e
19 e la es P zas
19
…
6
8 Da ieza
1 81
Ca n s
19 981 El D
z …
8 E e 1 nt a
19 1 P l D cam 973 icum - II
8 re ec e P
19 1 Pr lud am ron ara - II
81 elu ios ero N bo
Pr dio Ep n N egr la
el s i g e o
ud Ep ra g - I
m ro
i
19 os E igra ati - I
co II
m
86 pi
Pa gra atic s isa ma os II
19
je ti - I
93
Ri 1 Cub cos V
to 99 a - V
De 1 S no I
Lo on con
s O at …
ris a - I
ha I
sI
19
19 55
55 Su
S it
19 uite e No
19 55 No .1
55 Su .1 - P
Su ite - S relu
ite No ar d
19 No .2 - aba io
56 .2 P nd
19 Pi - A relu a
57 eza nd di
a o
19 Pie Sin nti
59 za Ti no
1
S t
19 959 Tre in T ulo
1
s
19 62 D Tre Ap itulo
63 o s A un 2
Do s Ai pu tes
s T res nte - I
em Po s p I
19 as P ula II
19
64 op re
64
El 196 Tre ular s…
og 4 s e
io Tr Pie s…
d e
19 e la s P zas…
19
6
8
8 Da ieza
1 1
C
19 981 El D 1 ant nza s…
81 El ec 97 icu - I
19 P D am 3 m I
81 re ec e P 19 Pr lud ame ron arab II
81 elu ios ro N ol
Pr dio Ep n N egr a
el s igr e o ud Ep a gr I
m o
i
19 os E igra ati - II
86 pi ma co I
Pa gra tic s - I
isa ma os I
19
je tic - I
93
V
Ri 1 Cub os
to 99 a - V
De 1 S no I
Lo on con
s O ata …
ris - I
ha I
sI

Additionally, and perhaps more interestingly, is the apparent influence of the

cycle of momentum from Santería described above (this will be referred to as the

‘momentum cycle’ from now on). Each of the four stages of the cycle emerge in different

guises throughout the sample timeframe, thus, providing a multi-faceted influence. As

will be detailed, these manifest in isolation, in couplets (such as a short dip followed by

an evocative passage) or sequentially intact. The latter is usually arranged as short dip–

evocation–dance–increasing intensity/frenzy, but can begin, and often does, at any point

of this cycle. Figs 4.4 and 4.5 below seek to reflect some of these connections. The former

details instances where short dips occur after moments of frenzy and the latter shows

moments where short dips precede evocations. From the two graphs, it is discernible how

these elements become increasingly correlated over time.

Fig. 4.4 Short dips after frenzy (1955–1993)
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Fig. 4.5 Short dips before evocations (1955–1993)

20
18
16
14
12
10
8
6
4
2
0

Before evocation as %

134

While Brouwer does not relate to possession or evocation in programmatic terms,
their presence is readily discernible in the music. 2 Instances of building intensity, often
leading to frenzied or explosive passages refer to possessive practice all but in name.
Similarly, pieces frequently include sudden shifts to sections with contrastingly slow
tempos. These are often followed by slow building towards dance-like movement and
eventually frenzied passages. Of further significance is the taboo around Santería
possession practices in Cuba during Brouwer’s early period. As has been discussed in
Chapters 1 and 2, negative attitudes toward possession remained a strong element of
government powers in Cuba before and after the communist take-over in 1959, arguably
persisting until the 1990s. Thus, it is interesting that Brouwer increasingly utilises this
device as the period advances which perhaps reflects a coveted interest in possessive
practices.
The following section will discuss instances where these parameters occur in
isolation, as couplets and as full cycles. Interestingly, over time there is an increasing use
of full cycles set against a decrease of isolated and couplet usage. This appears to build
towards a musical language whose momentum and pacing is informed by Santería.
4.2.1.1 Isolated usage
Amongst Brouwer’s solo guitar works, there are some rare examples where short
dips, evocation, increasing intensity and frenzy appear in isolation. It is worth noting that
these are largely outliers, as these parameters appear more often in sequence. At this point
in the discussion, however, they are a good starting point to introduce these parameters
in use.
Short dips in intensity in themselves are not particularly significant. What is
significant is their multitude and where they are employed in relation to other structural
parameters. Levels of usage rise as high as 9% on average during the middle period, with
18% of Tarantos (1974) containing such periods. Again, while these dips in momentum
are commonplace in music, the very high levels indicated in Brouwer’s works give this
device an extra importance. This strongly intimates the impact of an outside influence,

2

Although, at the end of the period under study, for his piece Rito de Los Orishas (1993), Brouwer makes
direct reference to the Yoruba practice of evoking Orishas.
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arguably Santería. Additionally, as will be discussed, these dips are increasingly placed
directly before evocations and after periods of frenzy, helping to establish the momentum
cycle (used extensively during a Santería Toque de Santo ceremony). To this effect, it is
not necessary to detail isolated short dips in intensity more than once for illustrative
purposes. In one such instance, from the ‘Giga’ movement of Suite No.1 (1955), they are
often employed to interrupt the momentum of the musical phrase (Ex. 4.1).
Ex. 4.1 Suite No.1 (1955), ‘Giga’, bars 29–33, short dips in intensity

Passages of evocation appear rarely without being preceded by short dips in
intensity. One such moment is during the second movement of Rito de los Orishas (1993),
at the end point of the period under study. Brouwer, for the first time, attributes
‘Evocation I’ and ‘Evocation II’ labels to these passages (shown in Ex. 4.2 and Ex. 4.3).3
Ex. 4.2 Rito de los Orishas (1993), ‘II’
A) ‘II’, bar 85

3

Other isolated evocations appearing in: Parabola (1973), El Decameron Negro (1981), Preludios
Epigramaticos (1981) and Sonata (1991).
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B) ‘II’, bar 101

Before now, while evocation exerted manifold influences in the music, the composer had
not referred overtly to the term. Additionally, the passages from Rito de los Orishas
introduce an innovation of this parameter, one which sees evocative material markedly
delineated from surrounding material in terms of tempo and phrasing. While, this
innovation does not develop over time, it merits attention due to what appears to be a
deliberate attempt to give structural significance to these evocations.
As with the above, isolated periods of increasing intensity and frenzy occur
infrequently. The former is utilised by Brouwer to provide an anticlimactic effect. Early
in the sample timeframe, in Fuga No.1 (1957), Brouwer includes an extended passage of
increasing intensity (Ex. 4.3) which alone amounts to about a quarter of the piece. A
rhythmic cell is played in ostinato in tandem with a gradual escalation of pitch.
Furthermore, low E pedal point commences each bar, extending the degree of repetition.
In this case, the passage ends anti-climatically. Just over ten years later, with Canticum
(1968), the same repeated low E underpins the development of musical material which
incrementally escalates in intensity, before the momentum is suddenly halted by a
repeated single tremolo note and a rest (Ex. 4.4). These examples show a trend within this
parameter. That is, the utilisation of repetition to build tension. Other examples of this
parameter within the full momentum cycle (detailed later in this section) show a further
tendency around the use of polymeter. Bouwer’s use of these two devices as a means to
build tension can be viewed as a reflection of Santería practices. In the latter, the
repetition of small interlocking cells across several performers culminates in an escalation
of intensity. While this dynamic is building in speed, the lead drum and singer often
perform rhythmic cells which act in polymeter, resulting in further escalation.
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Ex. 4.3 Fuga No.1 (1957), bars 39–44, increasing intensity

Ex. 4.4 Canticum (1968), ‘II’, increasing intensity
A) Bars 1–4 (interpretation)

B) Bars 12–16 (interpretation)

From early in Brouwer’s solo guitar works, moments of frenzy begin to pervade
the musical landscape. These begin small in gesture and duration but form the origin of
more widespread usage later. An excerpt from Preludio (1956) typifies these early
examples (Ex. 4.5). Towards the end of the piece, repeated dissonant chords are followed
by weighty bass interjections. This is all accompanied by multiple accent markings,
helping to delineate this section.
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Ex. 4.5 Preludio for Guitar (1956), bars 51–58, frenzy

4.2.1.2 Coupled usage
From the start of the sample timeframe, elements from the momentum cycle begin
to form in couplets, such as: short dip–evocation or increasing intensity–short dip. Over
time, they are superseded by representations of the full cycle. However, their presence is
part of a key development in the influence of these parameters. They form links,
sequentially reflective of Santería, essentially developing the resource from which full
representations take their cue.
As displayed in Fig. 4.5, there is a broad spread of instances where short dips
precede slow evocations. The connection between these two parameters develops over
the course of the period under study. Significantly, within these couplets, passages of
slow evocation exhibit markedly slower tempos in comparison to the piece as a whole,
thus further establishing them as significant structural components of the pieces they
inhabit.
In the last movement of Suite No.1 (Ex. 4.6), the intensity of the musical phrase
dissipates through the use of a diminuendo, rallentando and static harmony. This precedes
the introduction of a slow and meandering passage. This musical material (bars 53–79)
differs from the rest of the piece and reflects a passage of evocation or intermission from
an otherwise tumultuous atmosphere. This is presented with a ‘poco rubato’ tempo
marking, helping this passage to stand apart from the rest of the piece but not appear
unconnected from the general flow of the music.

139

Ex. 4.6 Suite No.1 (1955), ‘Giga’, bars 46–59, short dip – slow evocation

Four years later, in 1959, Brouwer employed the same two parameters in
partnership during the first movement of Tres Apuntes. Similar to the Suite No.1, this
segment (shown in Ex. 4.7) contains reduced rhythmic activity and a quieter dynamic to
delineate itself from the main piece. In addition, a reduced overall tempo marking, ‘quasi
andantino’, and change from 6/8 to 9/8 help distinguish this passage as a departure from
the overall momentum of the piece. Again, the evocation is preceded with an unexpected
short dip in intensity, derailing the flow of the piece and enhancing the effect of the
evocation that follows.
Ex. 4.7 Tres Apuntes (1959), I, bars 37–54, short dip – slow evocation
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The latest significant occurrence of this parameter couplet takes place in La Decamaron
Negro (1981). After this, the two parameters occur together only within the full cycle
(which will be discussed later). In this piece’s first movement, the 5/8 meter is
predominantly filled with brisk quaver movement which is sub-phrased per bar. However,
on two occasions, a dip in intensity, provided by static harmony and elongated note
lengths, halts the momentum. A sizeable evocative passage ensues, with all the hallmarks
from previous works: larger phrasing, quieter dynamic and a comparatively slower tempo
marking of ‘tranquillo’.
Ex. 4.8 La Decamaron Negro (1981), ‘I’, bars, 69–91, short dip – slow evocation

On only one occasion during the period under study is a passage of evocation
followed by dance-like musical material without being part of a full momentum cycle.
This instance (shown in Fig. 4.9) introduces the piece Elogio de la Danza (1964).
Fig. 4.9 Elogio de la Danza (1964), ‘I’, bars 1–14, slow evocation – dance-like movement
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This single usage acts as an unusual compositional technique of sorts, due to the
propensity for slow evocations to be followed by a full sequence. As the ‘piu mosso’
passage (bar 10) develops, with no escalation of intensity, an anticlimactic atmosphere is
created. Indeed, this movement (the first of two) functions as a prelude for a more
dramatic and longer second movement. Again, the increase of intensity leading to a
frenzied atmosphere tends to form part of a full momentum cycle. However, some
examples populate the early and middle periods. The ‘Sarabanda’ movement from Suite
No.1 (1955) contains the first coupled reference, albeit small (shown in Ex. 4.10). A
crescendo is sustained through two bars of rising scalar material, followed by an explosive
strummed chord. This excerpt outlines the basic schema that proliferates works from 1955
to 1993. However, over time, passages of intensity become increasingly dependent on the
repetition of small cells for momentum.
Ex. 4.10 Suite No.1 (1955), ‘Sarabanda’, bars 9–12, Increasing intensity/frenzy

The last connective cornerstone of the momentum cycle is between periods of frenzy and
the moments of intensity dissipation which follow immediately thereafter. While this
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appears to be a compositionally reflexive device, several of Brouwer’s compositions push
this tendency to an extreme level. These connective moments — from the small scale and
rather simple insertion of a held fermata after an aggressively strummed dissonant chord
(shown in Ex. 4.11) to a large-scale representation in La Espiral Eterna (1971) (Ex. 4.12)
— could be seen to reflect the dramatic possessive moments from Santería ceremonies.
In such moments, sudden lapses intensity can derail instances of possession, adding a
layer of unpredictability.
Ex. 4.11 Elogio de la Danza (1964), ‘II’, bars 78–88, frenzy – short dip

Ex. 4.12 La Espiral Eterna (1971), bars 55–56, frenzy – short dip
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4.2.1.3 Full momentum cycle
Instances of isolated and coupled use of parameters from the momentum cycle
populate much of Brouwer’s solo guitar works. However, they decrease in quantity over
time, whereas representations of the full momentum cycle increase. This appears to
inform a trend where, over time, the small connective relationships developed between
parameters begin to amass. Moments such as, for example, a sudden short dip following
a frenzied section, tend to be followed by evocative material, which is then followed by
dance-like material, which in turn builds to a frenzy once more. Thus, a framework for
the lateral development of musical material develops. This framework exerts a significant
influence over Brouwer’s works.
The first examples of this occur early in Brouwer’s solo guitar works, such as with
Danza Caracteristica (1957). Frantic chordal passages occur on four occasions while
prior to these, a repeated rhythmic figure, working in polymeter, is raised a semi-tone for
each iteration. For one such instance, shown at the beginning of Ex. 4.13, the intensity is
increased towards an explosive triple forte chord, which is first strummed and then struck
with the thumb of the players right hand (indicated as ‘tambora’ on the score). The
intensity created by the chord is allowed to dissipate through a tied minim and fermata.
This short dip is followed by an elongated slow evocation passage (taking up about a fifth
of the piece). This evocation demarks itself from the previous material by utilising longer
phrasing (two minims compared with a dotted crotchet), quieter dynamics and less
rhythmic activity. Towards the end of the evocation, the tempo is briskly increased, to
adjoin the dance-like theme from the beginning of the piece (through a da capo repeat).
Interestingly, the evocation section in Danza Caracteristica displays an increased
demarcation when compared with the last instance of evocation two year previous, from
Suite No.1 (1955) (shown in Ex. 4.6). This contributes to Brouwer’s innovation with these
evocative passages, where various different methods are used to detach them from the
pieces they inhabit.
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Ex. 4.13 Danza Caracteristica (1957), bars 49–03, full momentum cycle

The two passages of evocation in Danza Del Altiplano (1964) are markedly
different to previous examples, in that they serve as the piece’s introduction and
beginning of a recapitulation section. This marks the start of Brouwer’s inclination to use
evocative passages to begin his pieces. The second of these is absorbed into a momentum
cycle which begins with a gradual increase in intensity (shown in Ex. 4.14). Mirroring a
Santería Toque de Santo ceremony, a passage of building intensity is achieved through
predominantly rhythmic and metric means. This is exemplified by repeated cells which,
at first, act polyrhythmically against the meter and then, by bars 58, because of a slight
augmentation, acts in polymeter with the meter. This is followed by an explosive triple
forte strummed chord followed by a right-hand strike (tambora) of the same chord. A held
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minim, sustained longer by a fermata, separates this frenzied moment from the piece’s
second evocation, which is made up of a series of melodic pentatonic motifs which are at
first followed by a tied note a bar in duration. This note is removed in bar 67, creating a
gentle sense of urgency, which eventually propels the section into a dance-like theme (as
such, labelled by Brouwer with ‘alla danza’).
Ex. 4.14 Danza del Altiplano, bars 52–80, full momentum cycle

Canticum (1968) offers another innovation within these momentum cycles. The
first movement begins with a fervently strummed triple forte dissonant chord. The
composer indicates this is to be played as such for six seconds. This frenzy is then allowed
to dissipate over a four-second rest. This couplet is repeated three times. The addition of
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multiple short dips within these frenzied passages allows the composer to create a sense
of spontaneity and add explosiveness to the louder sections. This turbulent introduction
precedes an ornate and rhythmically complex evocation. An escalation of rhythmic
groupings pulls the evocation towards a dance-like passage.
As already discussed, the development of structural parameters throughout the
period under study is somewhat different to others, in that they remain pronounced during
Brouwer’s middle period. However, the dance-like passage from Canticum (labelled in
green in Ex. 4.15), goes against this macro trend. During the evocation and dance section,
the meter fluctuates regularly. However, beginning in bar 14, the same figure (consisting
of three intervals of a major 7th, minor 2nd and major 7th) is repeated in rhythmic
diminution. This provides a dance-like gesture and slow escalation of intensity. Thus,
finishing a momentum cycle which on this occasion begins on a moment of frenzy.
Ex. 4.15 Canticum (1968), bars 1–22 (interpretation), full momentum cycle
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in Tarantos (1974), the momentum cycle is represented, but is fragmented by
Brouwer’s chosen structure. This is true for many of the structural parameters discussed
in this chapter. The piece is made up of numbered sections, lettered sections and a coda.
The performer is instructed to construct the piece as follows: number-letter-number-letter,
and so on, finishing with the coda. The ordering of sections within this framework is at
the performer’s discretion.4 The full momentum cycle does not appear within any section
of the piece and as such, Tarantos cannot be included amongst the other examples.
However, it is interesting to note that all aspects of the cycle emerge during the piece,
including some notable couplets. Such as in Ex. 4.16b, where a scherzo tempo sees very
quick frenzied rhythmic clusters broken frequently by sudden pauses or dips. This
technique can be seen as a further development of material from introduction of Canticum
six years earlier (Ex. 4.15). Additionally, the F section of Tarantos sees the emergence of
a dance-like gesture (Ex. 4.16c). This stands out from the rest of the piece, where
continual pauses and sudden changes in rhythmic and metric grouping reduce any sense
of stable meter. The section is labelled ‘Sarabande’, the sense of three comes from a
repeated timeline in the guitar’s middle-register. Someway into the section (about bar 59),
the intensity is increased through an innovative use of polymeter and increased rhythmic
groupings.5 However within the section, this slow gathering of intensity is not released;
the section ends abruptly. Interestingly, many of the possible sectional orderings in
Tarantos provide a full momentum cycle, giving the impression that this has indeed
exerted influence.
Ex. 4.16 Tarantos (1974), full momentum cycle
A) Bars 4–6 (interpretation), slow evocation

4

As discussed in Chapter 3, Brouwer’s suggests an ordering, which has heavily influenced much of the
recorded performances of Tarantos.
5
The rhythmic and metric aspects of this excerpt were discussed at length in Chapter 3 (section 3.2.2).
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B) Bars 13–26 (interpretation), Frenzy and short dip

C) Bars 52–64 (interpretation), dancing and increased intensity

Cycles of momentum continue to emerge during Brouwer’s late period. As
already mentioned, isolated usage of elements from the momentum cycle decrease
significantly during this period and to a smaller degree, so does coupled usage. It appears
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that these elements gather into a single expression. Excerpts from El Decamaron Negro
(1981) and Rito de los Orishas (1993), typify this expression. In both passages, the
sequencing of sections is like a Santería Toque de Santo ceremony, particularly with the
latter. As with the development of many parameters, Rito de Los Orishas reflects a high
point in terms of maturation. Here, Brouwer is more candid about the structural influence
of Santería, with several passages labelled ‘Evocation’, the second movement translating
as ‘Dance of the Black Goddess’ (Danza de los Diosas Negra) and the piece itself
translates as ‘Rites of the Orishas’, Orishas being Santería deities. Brouwer’s overtness
in relation to Santería has sparked some research on this influence, particularly by John
Bryan Huston (2006).6
Ex. 4.17 El Decamaron Negro (1981), ‘II’, bars 18–31, full momentum cycle

6

Huston, John Bryan: ‘The Afro-Cuban and the Avant-garde: Unification of Style and Gesture in the
Guitar Music of Leo Brouwer’ (Ph.D diss., The University of Iowa, 2006).
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Ex. 4.18 Rito de los Orishas (1993), ‘II’, bars 38–54, full momentum cycle

4.2.2 Sectional calls
While Brouwer’s pieces can at first appear exploratory or even throughcomposed, they often fall into a defined structure. When initially surveying solo guitar
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works from 1955 to 1993, what was readily observable was the prevalence of Santeríainfluenced devices around structural points. These serve three main functions: beginning
pieces, switching between sections and ushering recapitulations. However, distinguishing
between an opening which represents a Santería-influenced rhythmic or melodic call and
one which does not, presents a challenge, mainly because of the difficulty in labelling
musical material to be either melodic or rhythmic. Thus, in approaching this task, all
openings, section changes and recapitulations have been considered for influence from
various devices used in Santería, that is: Iya drum rhythmic calling, akpwon melodic
calling, timeline and three-part batá texture. The iya drum almost always calls for
structural change within a batá ensemble. This involves the insertion of a specific cell
which, due to its rhythmic complexity, stands out from the surrounding musical material.
This occurs at the beginning of each piece (toque) and for the frequent sectional changes,
resulting in a response from the rest of the ensemble. During the two middle sections of
a Toque de Santo ceremony, sectional calling can also be triggered by the Akwon lead
singer. Timeline and three-part batá texture have already been discussed in Chapter 3.
Fig. 4.6 Sectional calls (1955–1993)
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Sectional calls as amounts

When the structural points of Brouwer’s works are examined for use of the above
devices (Iya drum rhythmic calling, akpwon melodic calling, timeline and three-part batá
texture), a clear increasing trend emerges (shown in Fig. 4.6). It can be observed how
Brouwer continuously uses these elements to define structurally significant moments of
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pieces. The following discussion highlights some passages containing innovations and
significant developments, revealing a broad usage of the Santería practice of structural
calling. Some pieces contain sectional calls which clearly mirrors usage in Santería. Other
structural points do not utilise the same level of complexity or similarity to Santería, but
nonetheless refer to specific Santería devices and thus act in the same manner as the
former. The occurrence of the former, more representative, passages is clearly weighted
towards the end of the early period and then continuing into the middle and late periods.
This suggests an increasing alignment with specific Santería structural practices.
Brouwer’s two early guitar suites, both written in 1955, utilise timeline at
structural points. The first movement of Suite No.1 (shown in Ex. 4.19a) opens with a
one-bar rhythmic cell which is answered by a repeated timeline. A similar dynamic, of
calling and answering, takes place for all three structural points in the piece. A
harmonically altered version ushers the developmental section, with a direct repeat
beginning the recapitulation. The employment of a timeline influenced answer is
significant. As discussed in Chapter 3, ostinato timelines of short duration form the body
of Santeríá music. Their inclusion in Brouwer’s music can be viewed as a reference to,
or representation of, the collective group during a Santería ceremony. Examples 4.19b
and c show further innovations of timelines marking structure. Four of the five structural
points in the ‘Giga’ of Suite No.1 are proceeded by a reference to one, or both, timelines
within the piece. Shown below, the recapitulation is ushered by a fusion of timelines 1
and 2. Each construction point of the ‘Allegro Burlesco’ from Suite No.2 is accompanied
by a timeline of simple repeated quavers. This is a somewhat tenuous link as there is no
dynamic of calling for changes. Nonetheless, the isolated use of this timeline during this
structural point merits its inclusion in analysis.
Ex. 4.19 Early development of timeline usage
A) Suite No.1 (1955), ‘Preludio’, bars 1–3
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B) Suite No.1 (1955), ‘Giga’, bars 83–92

C) Suite No.2 (1955), ‘Allegro Burlesco’, bars 1–2

The three passages given in Ex. 4.19, with timeline following, proceeding and
accompanying structural points represent the composer’s habit of developing material
from piece to piece. During the next two years (1956/57) this penchant included more
focus on melodic calling (similar to an akpwon singer) and more combinations between
devices. The demarcation of structure in Pieza Sin Titulo (1956) is provided by a
combination of rhythmic and melodic calls. This dynamic is distinguishable from the
onset in Ex. 4.20a. Further on, a melodic call (two accented crotchets rising a minor 3rd)
encourages a quick answer thus initiating a new section (Ex. 4.20b). The process is then
developed when repeated. These two notes, which stand out from the surrounding
material, replicate the type of vocalisations an akpwon singer will often perform at the
beginning of pieces (toques), usually to an ‘ehh’ syllable and with a glottal sound quality.
Further innovations are introduced in Danza Caracteristica (1957). This piece is clearly
joined by a repeating rhythmic cell which shifts through three tonal centres. Ex. 4.20c
shows this cell as it ushers the beginning of a new developmental section. The passage in
Ex. 4.20d extends this process, where the rhythmic call is not followed by an answer, but
by a melodic call which in turn is answered. This interplay appears to have established a
mould which Brouwer uses again in this period and in later periods. Indeed, during the
same year (1957), a similar pattern occurs in Pieza Sin Titulo No.2 (Ex. 4.20e). On this
occasion, the opening rhythmic call, which also references a timeline, is directly followed
by a melodic call which is answered. These passages emboss each structural point of the
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piece. These combinations, when added to previous instances, further entrench Brouwer’s
tendency to draw from Santería sectional calling for the structure of his solo guitar pieces.
Ex. 4.20 Enhanced structural combinations
A) Pieza Sin Titulo (1956), bars 1–2

B) Pieza Din Titulo (1956), Bars 7–8

C) Danza Caracteristica (1957), Bars 25–32

D) Danza Caracteristica (1957), bars 8–19
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E) Pieza Sin Titulo No.2 (1957), bars 1–6

Tres Apuntes (1959) marks the beginning of structural processes which most
clearly mirror those found in Santería. The differentiation originates from stronger
evidence of complex rhythmic calls — similar to those performed by the lead iya drum
in a batá ensemble — and more frequent parallels with Santería in terms of the placement
of structural devices. While some pieces from this point onwards still jumble the order of
structural devices, the trend is towards a confluence with Santería. This is epitomised by
the second movement of Tres Apuntes (Ex. 4.21a and b). The first passage uses a complex
5/8 rhythmic call to jolt the first 2/4 timeline into a second 12/16 timeline. With the
timelines representing two different sections and the complex rhythmic call representing
an iya drum, this dynamic is strikingly analogous to how structure is managed within a
batá ensemble. The recapitulation section is called for similarly, although altered, in line
with Brouwer’s habitual approach to consistently develop his musical material. In this
instance, a complex polyrhythmic bar, akin to the texture found between the three drums
in a batá ensemble, destabilises the 9/8 meter to usher the reintroduction of timeline 1.
This bar was described in greater detail in Chapter 3 (Ex. 3.37), during the three-part batá
section. In Santería, one of the primary functions of the iya drum and akpwon singer is
to perform specific rhythmic cells (called llames) or melodic introductions which provoke
the rest of the participants to begin a new piece (toque). These are performed
unaccompanied. The influence of this practice appears to materialise for the first time
towards the end of Brouwer’s early period. The tenth study from Estudios Sincillos begins
with a polymetrically complex rhythmic cell (Ex. 4.21c). This ushers in the main body of
the piece and is not repeated until being recalled for the recapitulation. What sets this
apart from other opening rhythmic calls is its rhythmic complexity, mirroring iya llames.
Again, Danza del Altiplano (1964) begins with a call, this time melodic (Ex. 4.21d).
Akpwon singers often introduce toques with a metrically free unaccompanied melody.
This defines the following toque and acts as relief from the ceremony’s intensity. In this
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opening, the long held dotted minims create a free sense of tempo, which is followed by
a rhythmic bass and chordal answer.
Ex. 4.21 Increasing parallels with Santería sectional calling
A) Tres Apuntes (1959), ‘II’, bars 6–12

B) Tres Apuntes (1959), ‘II’, bars 23–30

C) Estudios Sincillos (1961), X, bars 1–4
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D) Danza del Altiplano (1964), bars 1–11

As suggested by Fig. 4.6, the use of sectional calling proliferates through
Brouwer’s middle and late periods. From this point, pieces which utilise Santería
practices for the entirety of structural points become more frequent. As such, these
individual structural markers will be detailed for Parabola (1973), Tarantos (1974), the
third movement of El Decamaron Negro (1981) and the third movement of Sonata
(1991). This gives insight into how the macro-structure of these works is essentially
structurally governed by the Santería practice of calling for changes. It has often been
remarked by researchers how Brouwer builds his pieces laterally through use of rhythmic
and melodic cells which are continually developed.7 While Brouwer’s constant
development of these cells, regarded as a unique hallmark of his writing, has been
investigated in terms of linguistic analysis,8 I would argue that the structural implications
are more analytically convincing. By utilising unique melodic and rhythmic cells
(symbolic of the Akpwon singer, Iya drummer and batá ensemble) and more importantly,
utilising them to trigger structural change, Brouwer has developed a musical landscape
which is not structurally reliant on melodic or thematic development. The musical
language that then hangs from these structural supports is given significant freedom,
giving pieces the appearance of being almost improvisatory.
Parabola (1973) sits among Brouwer’s middle periods works and as such, is
written in a style which departs from the early period. The piece is unbarred due to a very
7

Particularly in: Camacho, L. D.: ‘Interactions, Cross-relations, and Superimpositions: The Musical
Language of Leo Brouwer, and “Sobre Heroes y Rumbas”’ (Ph.D diss., University of Pittsburgh, 1998),
and Focsaneanu, B. V.: ‘An Analysis of Phrase Structures in the First Movement of Leo Brouwer’s
‘Elogio de la Danza’ (1964) (MA diss., University of Ottawa, 2012).
8
Particularly in: Camacho, L. D.: ‘Interactions, Cross-relations, and Superimpositions: The Musical
Language of Leo Brouwer, and “Sobre Heroes y Rumbas”’ (Ph.D diss., University of Pittsburgh, 1998),
and Crago, B.: ‘Some Rhythmic Theories Compared and Applied in an Analysis of ‘El Decameron
Negro’ by Leo Brouwer’ (MA diss., McGill University, 1991).
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loose sense of meter and is governed by an equally loose sense of pitch hierarchy. Notes
are grouped under an arbitrary beaming system which Brouwer favoured during this
period. This involves speed relativity where one dash signifies slow, two dashes faster
and three dashes faster again. The piece is essentially made up of cells of differing
lengths, density and rhythmic intensity, some of which are to be repeated ad lib by the
performer. However, among a musical language which destabilises any fixed sense of
meter, rhythm and pitch, Brouwer manages to delineate a robust structure. This is
achieved through specific placements of a melodic cell and rhythmic cell (shown in Ex.
4.22). The melodic cell, which enters for the first time in bar 26, exhibits a characteristic
hocketing technique which creates clashing minor 2nd and minor 7th intervals.
Additionally, it uses a higher register than preceding material. These factors help the cell
to act almost as an Akpwon singer from a Santería ceremony, calling for a change amongst
the ceremonial group. The iteration in bar 26, as the score suggests, marks the
‘Introduction to the Danza’ which is then again called for in bar 35 by the same cell. This
is then answered by a dance-like passage, the first of three primary sections of the piece.
In bar 48, a rhythmic call heralds the beginning of new section. Again, hocketing is used
to give this cell distinction amongst the preceding material. This cell instigates and is
answered by a small evocative melodic phrase marked ‘pesante’. The akpwon cell from
earlier is inserted in bar 71, changing gear towards a recapitulation. Interestingly, this call
is answered by dance-like material, while a latter melodic call (in bar 90) acts as the
‘Introduction to the Danza’. Thus, giving a palindromic structure to the work. This
structural tendency has been noted in some of Brouwer’s works by some scholars, most
notably Eduardo Fernández with Parabola (1973).9 However, of greater significance to
this study is Brouwer’s choice of cells for modelling structure. Further into the period
under study (as will be detailed), he similarly uses just two well-defined cells within
pieces, a tendency which appears to form a trend.
Ex. 4.22 Parabola (1973), macro structure
Bars 24–28 (interpretation)

9

Bars 34–36 (interpretation)

Fernandez, E: ‘On Parábola by Leo Brouwer’, Il Fronimo: Rivista Di Chitarra, 42/165 (2014), 7–18.
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Bars 47–51 (interpretation)

Bars 71–73 (interpretation)

Bars 88–92 (interpretation)

As already mentioned, sequential indeterminacy in Tarantos (1974) makes
analysing overall structure difficult. However, there is still evidence of sectional calling
within this. Firstly, the longest and most developed single section of the piece is initiated
by a short characteristic rhythmic call (Ex. 4.23, bar 52, containing a crotchet, quaver rest
and quaver). In terms of function and content, this replicates the Iya drum’s llame at the
beginning of batá toques, ushering the beginning of the next section. Here, the cell is
developed into a repeated timeline (shown in red), which in turn exerts a significant
influence during the ensuing section. The piece’s coda (bar 9), the only fixed section of
the work, contains another representation of timeline, this time made up of a simple
repeated crotchet. While these appears to be arbitrary observations, the evidence of batá
influences at these structurally significant points is important. Indeed, both references
ensure that Santería methods of calling for sectional change effectively shape the overall
structure of the work. Additionally, there is the insertion of a bended F sharp which, due
also to the register, replicates the nasal iterations, often sung on an ‘ehh’ syllable, that are
sung by the akpwon at the beginning of a new piece. Here, it only has a minor impact on
the piece’s structure yet is an interesting method of calling for the beginning of that
particular section.
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Ex. 4.23 Tarantos (1974), macro structure
Bars 13–15 (interpretation)

Bars 52–56 (interpretation)

Bars 9–12 (interpretation)

By the beginning of Brouwer’s late period (1981), the representation of Santeria
calling practices has a further candid influence in shaping structure. This is reflected in
the third movement of El Decamaron Negro (1981). This piece is directed at every
juncture by two iya-like rhythmic calls which open the piece, instigate section changes
and call for the piece’s conclusion (Ex. 4.24). The first of these, made up of semi-quaver
movement outlining a D minor 7 chord, covers a bar of 4/4 meter. For sectional changes
after this, Brouwer employs a shortened version of this llame, made up of the first half of
the initial iteration. This calls for a change to a G tonal centre in bar 15 and ushers the
beginning of a sizeable middle section of the piece in bar 21. In bar 80, the piece returns
to the beginning, thus utilising the longer opening call, with a coda being called for later
through the shortened cell. Again, Brouwer’s development of two iya-like calls is
significant as it mirrors how pieces (or toques) progress within batá ensembles, where
such calls are used to incite particular sections. This technique is employed once more in
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Sonata (1991). After a nine-bar introduction, an iya-like cell, which draws attention
through a polyrhythmic grouping, calls for a sectional change. The call is answered in the
following bar, before the new section begins. The same device is used in bar 50 to change
section once again. The middle of this movement sees abrupt progressions through
different tonal centres. These are called for with a second iya rhythmic cell. In bar 59
(shown in Ex. 4.25c), this cell instigates a change from a suggested A sharp minor
pentatonic mode over a low E drone (seen in bar 52 from Ex. 4.25b) to a suggested F
minor pentatonic mode over the same E drone. Later, in bars 62 and 73, this cell sets in
motion changes to new sections with G sharp and F tonal centres, later, in bar 116,
spurring the piece’s conclusory section.
Ex. 4.24 El Decamaron Negro (1981), ‘III’, macro structure
Bars 1–3

Bars 10–16

Bars 20–25
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Bars 80–82

Ex. 4.25 Sonata (1991), ‘III’
Bars 9–13

Bars 49–53

Bars 59–65

Bars 72–76

Bars 116–118

4.2.3 Four-part structure
As discussed earlier in this chapter, a Santería Toque de Santo ceremony is built
around distinctive processes: establishing communication with the Orishas, sustaining an
overall intensity (with naturally peaks and troughs) which builds towards a frenetic
energy, establishing possessive communication with the Orishas, and dissipating this
energy at the ceremony’s conclusion. These populate an over-arching defined four-part
structure (shown below in Fig. 4.7).
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Fig. 4.7 Four-part structured Toque de Santo ceremony
Section

Instrumentation

Situation

1. Oru Seco

Unaccompanied batá drums

Calm evocation, anticipation.

2. Oru

Batá drums, akpwon singer,

More movement but measured.

Cantado

procession singing/dancing

3. Güemilere

Batá drums, akpwon singer,

Arrival

procession singing/dancing

unpredictable, periods of waning,

of

Orishas:

frenzied,

eventual possession
4. Cierre

Unaccompanied batá drums

Exit of the Orishas: calm, winding
down.

Within the period under study, Danza Caracteristica (1957), Canticum (1968), La
Espiral Eterna (1971) and Rito de Los Orishas (1993) display an influence of this
structure (Fig. 4.8). Within these four pieces, there is a close alignment with the general
trend for structural parameters, that is, increasingly overt usage. Excluding these, works
often appear to be influenced by specific elements within the Toque de Santo’s broader
framework. However, while two or more of these elements can manifest in a piece, it may
not reflect all four sections or have each section in the correct sequence.
Fig. 4.8 Four-part structure (1955–1993)
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Four-part structure
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In Fig. 4.9, the structural overview of Danza Caracteristica is compared with the
Santería Toque de Santo. The four-bar theme which opens the piece is highly rhythmic
in nature with little melodic focus, resembling the unaccompanied batá ensemble
introduction (oru seco) of the Toque de Santo. Melodic calling and answering is
introduced from bar 15, which in turn triggers a passage of increased rhythmic intensity,
likened to processional dancing. This follows a similar dynamic to the oru contado where
the introduction of an akpwon singer raises the intensity level of the ceremony. Following
from this, in bars 32 and 48, passages of frenzy heighten the intensity further, eventually
reaching a climax in bar 53. These peaks in intensity end suddenly and are followed by
periods of slow evocation, the most significant is a contrastingly slow and contemplative
evocation section (beginning in bar 54). This process of escalation and dissipation is
reminiscent of the güemilere section where communication with the orishas is being
established, resulting in spiritual possession. Similar to the cierre, the piece is concluded
with a passage of dissipating intensity, achieved by a combination of longer rhythmic
phrasing and descending dynamic level.
Fig. 4.9 Structure of Danza Caracteristica (1957), comparison with toque de santo
Oru Seco
1–4

Rhythmic batá call (in Gm)

11–14

Rhythmic batá call (in Gm)
(REPEAT)

Oru Cantado
15–

Melodic akpwon call

19–21

Dance

Short dip

25–28

Rhythmic batá call (in Dm)

18

22–
24
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Güemilere
32–

Increased intensity/Frenzy

35

48–

Frenzy

50

54–

41–

Rhythmic batá call (in

44

Em)

52–

Short dip

53

Evocation

67

70–

Rhythmic batá call (in

73

Dm)
(REPEAT)

Cierre
77–

Dissipation

81

The same theme (described as a rhythmic batá call in Fig. 4.9) is woven through
Danza Characteristica at different points, detracting slightly from the four-part structure.
However, its re-entry is coupled with a change in pitch suggesting a development of intent
at each re-entry. This is particularly effective during the section which suggests the
güemilere, where the rhythmic cell is repeated in D minor and then shortly after in E
minor, thus participating in the escalation in intensity. When viewed as a whole, the
structure of this work closely correlates with a Toque de Santo ceremony. In combination
with the structural sequence, frequent short periods of lessened intensity strengthen this
link. Taken collectively, these compositional choices reflect a management of momentum
which mirror the direction from the lead iya drummer and akpwon singer to the
processional group towards, through and then, away from spiritual communication with
the orishas.
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Canticum (1968) begins with triple forte strummed chord. Brouwer instructs the
performer to use an alternating pattern (¯¯), producing a highly rhythmic gesture.
Again, this period in Brouwer’s career saw an obscuration of Santería influence, yet it
does not subside. This opening displays far more rhythmic certainty than the metrically
flexible and melodically complex material which follows and as such, stands out as a
rhythmic statement. Thus, while innovated to an extreme degree from the previous
rhythmic cell from Danza Caracteristica (1957), it still represents the opening oru seco
quite well in this context. The akpwon-like melodic interjecting occurs in bar 5, signalling
the beginning of the oru cantado section. A dance-like passage follows promptly after
the akpwon’s first call. Like in the Santería equivalent, this section (covering the rest of
this piece’s first movement) is melodically driven. The second movement of Canticum
begins with a repeated low E providing a simple timeline, over which melodic material
escalates the intensity through increased rhythmic grouping and register. This reflects the
Güemilere section of a Toque de Santo very well, where the iya drum and akpwon singer
collectively direct the procession towards a frenzied possession with the orishas. This
builds to a high point, from which it quickly ends anti-climatically in bar 17 with the
cierre. The following melodic phrase, using slow minim movement, is an echo of material
which was used previously in the first movement, framing the work.
Fig. 4.10 Structure of Canticum (1968), comparison with toque de santo
Oru Seco
‘I’,

Rhythmic call

1–3
(int.)

Oru Cantado
‘I’,

Akpwon call

5–6
(int.)
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‘I’, 14– Dance
22 (int.)

Güemilere
‘II’,

Building intensity/frenzy

1–16
(int.)

Cierre
‘II’,

Dissipation

17–18
(int.)

Three years later, still within his middle period, Brouwer’s choice of macro
structure for La Espiral Eterna (1971) again appears to have absorbed Santería
influences. The piece begins with a series of rhythmic cells which are repeated several
times, each utilising one of four different timelines. This is strongly representative of the
repertoire that a batá ensemble perform during the oru seco section of a ceremony. As
described in Chapter 1, the three drums interleave drum patterns resulting in small
sections, which are repeated ad lib until the iya drummer initiates a sectional change.
Brouwer’s indication on the score conveys the same flexibility of duration, represented
with a horizontal line after each cell. In this sense, the opening 25 bars of La Espiral
Eterna are the closest representation of an oru seco thus far in Brouwer’s works. This
enforces the general trend in this parameter, where, over time, instances of four-part
structural influence become more defined and explicit. In bar 26, the musical texture
incorporates a melodic aspect, which dominates the following bars (replicating the oru
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cantado). Long notes, in the lower register of the guitar, are held under the same timeline
patterns from the opening section. Although, in this instance, the timelines fulfil a
responsorial role. Some bars later, this dynamic is escalated in tempo, creating a dancelike gesture. The Güemilere begins with the propulsion of the dance towards a heightened
intensity. In bars 55 and 72, this tension is released as explosive material. In the first
instance (bar 55), this involves a percussive technique where the guitar is struck with the
fingers of both hands. Brouwer’s ‘fast’ and ‘irregular’ markings coupled with the
potential for rapid rhythmic groupings offered by the hocketing effect between the two
hands captures the unpredictability and explosiveness of the Güemilere. Some bars later
(bar 72), frenzy is replicated by different means, with ‘very fast’ wide arpeggiated 7ths
(both minor 7th and major 7th, often written enharmonically), played ‘strongly’. This
frenzy dissipates unexpectedly in bar 84 with a recollection of the timelines from the
piece’s opening. In a Toque de Santo ceremony, the cierre concludes proceedings. This
involves the use of an unaccompanied batá ensemble playing predefined toques (short
pieces), similarly to the oru seco. However, the mood is considerably more reflective and
less intense than the opening. La Espiral Eterna captures this well, with the oru seco
timelines recycled but while using a ‘slow’ tempo and quietening (mf–ppp) dynamics.
Fig. 4.11 Structure of La Espiral Eterna (1971), comparison toque de santo
Oru Seco
1–25

Rhythmic call

(int.)

Oru Cantado
26–

Akpwon call

28
(int.)
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54
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55

Frenzy

(int.)

72–

Frenzy

76
(int.)
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Cierre
84–

Recap/dissipation

89
(int.)

Many parameters find full maturity in Rito de los Orishas (1993) which, as
discussed previously, this partly informs the choice of 1993 as the analytical end-point
for this study.10 This is particularly appropriate for the four-part structure parameter. Both
of the piece’s movements fall comfortably into the Toque de Santo structure, although
the longer second movement allows for a more extensive representation. While this is not
surprising, given the piece’s title, the developed nature of these representations is
noteworthy. It is also interesting that, despite its structural influence, there are no specific
references to the Toque de Santo. Thus, while Rito de Los Orishas acts as an indicator of
how Santería influence has steadily increased and become more apparent since 1955,
there are still many aspects of Santería which remain under the surface.
The excerpts shown in Figs 4.12 and 4.13, which detail the significant moments
informing structure in Rito de los Orishas (1993), reveal a predictable pattern. Both
movements open with rhythmic calls replicating the batá ensemble from the oru seco.
Once the pieces have been introduced, a melodic aspect enters, this represents the akpwon
singer from the oru cantado. For the first time, some of these structural points are
indicated on the score. In the first movement, the arrival of the akpwon with a distinctive
melodic call is flagged by Brouwer, with ‘indication of the ritual dance’. The ensuing
dance-like material occurs six bars later. In the second movement, a new melodic theme,
which is labelled as ‘Tema’, immediately follows the previous rhythmic cell from the oru
seco. This suggests collaboration between the batá ensemble and akpwon. This
collaboration is taken into the next section (the güemilere) and added to extended

10

Additionally, socio-political reasons (discussed in Chapters 1, 6 and 7) feed into this choice.
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evocative passages. These provide moments of calm in an otherwise turbulent musical
landscape. After a long period, where the momentum moves between evocation and
intense dance passages, eventually a short-lived frenzied burst of ascending rapid notes
(bar 146) concludes the section and perfectly replicates a moment of possession.
Interestingly, Brouwer uses a similar passage for the güemilere section of the first
movement. The cierre of both movements also share musical material, presented initially
at the beginning of the piece (shown in Fig. 4.12). The simple crotchet timeline dissipates
the intensity and reintroduces the solo batá ensemble, this concluding the first and second
movements. This allows for the mould of a Toque de Santo ceremony to be mirrored in
each movement, as well as the piece as a whole.
Fig. 4.12 Structure of Rito de Los Orishas (1993), ‘I’, comparison with toque de santo
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Fig. 4.13 Structure of Rito de Los Orishas (1993), ‘II’, comparison with Toque de Santo
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4.3 Summary
The structural parameters discussed above influence Brouwer’s solo guitar works
on multiple levels. The momentum cycle influences the lateral movement of the musical
phrase on a local level. Above this, sectional calls orchestrate larger structural groupings
of pieces. Finally, these influences sometimes go further and influence the macro
structure of pieces, emanating as a four-part structure, directly reflective of a Toque de
Santo ceremony. This then has absorbed the momentum cycle and sectional calling in
achieving this overall structure.
In all three of Brouwer’s periods, structural parameters appear quite readily and
require little parsing to reveal. They operate in a pronounced way, forming a sub-structure
for rhythmic, metric and melodic aspects, which themselves develop and innovate
considerably over time. Thus, there is no significant difference in parameter innovation
from period to period. However, viewing the repertoire more widely, what becomes clear
is how Santería structural processes permeate more markedly from 1955 towards 1993.
One example of this is the increased use of two defined cells per piece to direct sectional
calling. This tendency becomes common place by the end of the period under study.
Another is the increased effectiveness of parameters, such as evocation, to effectively
impact the musical landscape. Innovations such as these amass, giving parameters a
greater dominance over the music’s structure and bringing them closer to their Santería
equivalent. Additionally, when combined with findings from the rhythmic and metric
stand of parameters, this analytical approach reveals a mesh of devices working in
increasing synergy. This is fed by partnerships between different structural parameters
and also between those same structural parameters with metric and rhythmic parameters.
This includes a trend where, over time, isolated and coupled parts of the momentum cycle
coalesce towards full incidences of the momentum cycle. In order to mark structural point
effectively, sectional calls use rhythmic and metric parameters such as timeline, three174

part batá texture and hocketing. Additionally, the increasing intensity parameter uses
polymeter more and more to achieve building momentum.
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CHAPTER 5 SANTERÍA MELODIC INFLUENCES
5.1 Overview
Much of the literature on Leo Brouwer has explored his melodic approach in great
detail. Most substantially, Century (1991) has focused on pitch sets while Camacho
(1998) provided correlations to Brouwer’s use of phrasing with linguistic analyses
models.1 However, Santería or even general African melodic influence in Brouwer’s
music have not been addressed. Perhaps current research is influenced by the specificity
with which some compositional devices, such as twelve-tone rows, can be revealed.
Conversely, the task of linking the melodic characteristics of Santería to Brouwer’s solo
guitar works is not straight forward. As discussed in Chapter 1, Brouwer’s lack of clarity
around these influences has perhaps dissuaded potential research. Some parameters, such
as pentatonic usage, are present in many music forms. Thus, an expression of how each
parameter is employed within the context of Santería must be garnered. Fortunately, these
melodic traits are specific enough and occur with sufficient prevalence in Brouwer’s solo
guitar works to merit making a connection between the two.
There are five melodic parameters of Santería which exert an influence on
Brouwer’s solo guitar works (shown in Fig. 5.1). With analysis, these are observable in
his works and distinct enough within his melodic language to observe trends and
innovations.
Fig. 5.1 Melodic parameters
Melodic
Use of non-scalar and

Abrupt

non-triadic movement

modulation

sectional

Pentatony

1

Tetrachord

Unconventional

figures

harmonisation

Century, P. R.: ‘Principles of Pitch Organization in Leo Brouwer’s Atonal Music for Guitar’ (Ph.D diss.,
University of California, 1991); Camacho, L. D.: ‘Interactions, Cross-relations, and Superimpositions:
The Musical Language of Leo Brouwer, and Sobre Heroes y Rumba (Ph.D diss., University of Pittsburgh,
1998).
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5.2 Melodic influences from Santería

5.2.1 Use of non-scalar and non-triadic movement
An important aspect of melodic movement in Santería is the propensity for nonscalar and non-arpeggiated patterns. This habitual tendency creates melodies that are not
firmly rooted within triadic harmony. Some preparatory distinctions are needed before
analysing Brouwer’s solo guitar works with this in mind. In the following results, three
consecutive stepwise notes constitute scalar movement and arpeggiated movement refers
to the consecutive melodic outlining of triads. If a scale is sustained through a bar line,
both bars are considered scalar in the results. These distinctions are used when viewing
the dominant melodic voice within the given texture of a piece. Supporting voices were
not investigated for triadic outlining since this function is not replicated in Santería. That
is, there is no presence of harmonic support through arpeggiated or chordal means.
However, analysing supporting voices in Brouwer’s works for scalar movement reveals
a further layer to the overall trend (shown in Fig. 5.2).
Fig. 5.2 Non-scalar and non-arpeggiated movement (1955–1993)
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The blue line shown in Fig. 5.1 represents the percentage of bars per piece which
employ non-scalar and non-arpeggiated movement in the melody voice. The orange line
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maps a similar use of scale, but in supporting voices. In such cases, analysis is limited to
bars where the melody has used non-scalar and non-arpeggiated movement. The results
of the analysis show some significant trends. Firstly, over Brouwer’s compositional
career, the percentage of bars per piece using non-scaler and non-triadic movement
markedly increased. The trend line (black) indicates usage averages of 28% in the early
period, 48% during the middle period finishing with 68% in the late period. Within this
trend, there is also a growing tendency for the supporting material of these bars to use
non-scalar movement. This is observable by the increasing correlation between the blue
and orange lines. The first movement of Dos Themas Populares Cubanos (1963) and
second movement of Preludios Epigramaticos (1981) are the only pieces which
contradict this trend. Outside of the above, other trends occur, which will be discussed
over the course of this chapter.
Ex. 5.1 Suite No.1, ‘Preludio’ (1955), bars 4–11, early example of non-scalar and nonarpeggiated movement

The ‘Preludio’ movement (shown in Ex. 5.1) from Suite No.1 (1955) exemplifies
divergence between melody and accompaniment, in terms of use of scales and triads. This
is more common in the early period. The piece relies heavily on scalar bass
accompaniment with only small fragments of Santería-like melodic movement. By 1957,
with Danza Caracteristica, Santería influenced melodic passages have become larger,
with less reliance on scalar supporting material. Early on in the piece, a melodic call and
answer lasting four bars uses no scalar or triadic movement (Ex. 5.2a). This typifies
similar passages in the piece where this trait is employed, amounting to 35% of the total
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duration. In the same year, Fuga No. 1 shows a further proliferation, where almost half
of melodic material moves in a combination of leaps and single step movements, resulting
in little reference to scale or conventional triadic harmony. The passage shown in Ex.
5.2b — perhaps the most significant in size up to this point — perfectly represents the
exactitude of Brouwer’s melodic sensibility. By not outlining any scale or triad, this
creates a striking compositional effect.
Ex. 5.2 Use of non-scale and non-triadic movement
Danza Caracteristica (1957), bars 12–19

Fuga No.1 (1957), bars 39–49
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The two passages shown in Ex. 5.3, from Estudios Sincillos (1960) and Dos Temas
Populares Cubanos (1963), epitomise Brouwer’s melodic approach at the end of his early
period. By this stage, use of non-scalar and non-triadic melodic movement influences
large sections of pieces, accompaniment patterns for these sections follow suit. These
traits enter increasingly into the main themes of pieces. Almost 90% of the opening
movement of Estudios Sincillos (Ex. 5.3a) follows this trend, beginning with the piece’s
primary, bass driven, theme. The first movement of Dos Temas Populares Cubanos
(1963) draws from a theme by Cuban pianist and composer Eliseo Grenet (1893–1950).2
Interestingly, Brouwer is drawn to this central theme — with no scalar or triadic outlining
— as the foundation for this movement, which appears in more than half of the piece.
Ex. 5.3 Use of non-scalar and non-triadic movement in main themes
Estudios Sincillos, ‘I’ (1960), bars 1–4

Dos Temas Populares Cubanos (1963), ‘I’, bars 5–8

The trends outlined above infiltrate Brouwer’s middle and late periods in much
the same manner as during the early period. From the end of the early period, a trend of
increased use of non-scalar and non-triadic melodic movement is apparent, coupled by a
reflection of same in supporting material. Levels of usage reach significant amounts on a
consistent basis from around the mid-sixties. As such, this device increasingly permeates
the primary themes of pieces. Interestingly, this occurs in tandem with some other

2

Huston, J. B.: ‘The Afro-Cuban and the Avant-garde: Unification of Style and Gesture in the Guitar
Music of Leo Brouwer’ (Ph.D diss., The University of Iowa, 2006), 57.
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melodic parameters. There is a greater use of hocketing (discussed during Chapter 3)
during main themes. Hocketing essentially separates a melodic line into two distinct
voices, often providing non-scalar results. Furthermore, pentatonic centres appear
increasingly in symbiosis. This is self-evident as a proliferation of anhemitonic scalar
material naturally lends to a separation of stepwise movement. Additionally, small
sections using scalar and triadic melodic movement appear to be used to contrast a
landscape informed by Santería melodic movement. This can be viewed as an inversion
of Brouwer’s melodic language at the beginning of his compositional career in the midfifties. Interestingly, this parameter does not become obscured during Brouwer’s middle
period. However, this is expected as revealing the intervallic relationship between pitches
does not change significantly between differing musical content.
Parabola (1973) characterises these trends, with a 76% usage of non-scalar and
non-triadic melodic movement, which manifests during key thematic and connective
musical material. The excerpt shown below (Ex. 5.4) epitomises such movement. Three
defined phrases introduce the piece. After this, a pentatonic melody beginning on C# is
placed under supporting melodic material made up primarily of minor 2nd intervals. All
of which moves without any use of consecutive stepwise movement or triadic reference.
Ex. 5.4 Parabola (1973), bars 1–13 (interpretive bars)
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Brouwer’s compositions from the early 1980s contain the highest reference to this
parameter, shown is Fig. 5.3 below. Such high percentages of usage, found in El
Decamaron Negro (1981) and Preludios Epigramaticos (1981), effectively infiltrate the
melodic phrase, providing, I would argue, a highly melodic ‘Africanised’ quality. Ten
years later, with Sonata (1991), this parameter is clearly embedded in Brouwer’s
approach to lateral pitch relationships. The piece’s second movement contains a 78% use
of non-scalar and non-triadic movement. The excerpt below (Ex. 5.5) shows the
beginning of a section which dominates thematic content from the middle of the
movement. In similarity with previous examples, Brouwer has developed an ability to
shape melodic phases with no reference to sequential scale or conventional triadic
movement.
Fig. 5.3 High levels of non-scale and non-triadic movement during the late period
Piece

Use

of

non-scalar

movement (%)
El Decamaron Negro (1981), ‘II’

89

Preludios Epigramaticos (1981), ‘III’

90

Preludios Epigramaticos (1981), ‘V’

100

Ex. 5.5 Sonata (1991), ‘I’, bars 93-95
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and

non-triadic

5.2.2 Abrupt modulations/pentatony
A defining feature of Santería is a flexible relationship with tonal centres at
structural points (as discussed in Chapter 2). In, ‘Mode, Melody, and Harmony in
Traditional Afro-Cuban Music: From Africa to Cuba’, Manual and Fiol describe how
these changes are performed within a pentatonic precept.
and Fiol

Manuel

Mode,

Melody,

and Harmony
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from which to investigate Brouwer’s solo guitar works, both for pentatonic use and

modulations within this usage.

Fig. 5.4 Pentatony (1955–1993)
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Fig. 5.5 Abrupt sectional modulations (1955–1993)
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Fig. 5.4 shows the occurrence of four pentatonic scales (indicated in Ex. 5.6) as a

percentage of each piece’s total bar number. The analysis reveals an increasing

emergence of this influence between 1955 and 1993. More significantly, the higher
percentages correlate to larger passages with pentatonic melodic content. Additionally,
perhaps most importantly, when all sectional modulations are collated with those
involving pentatonic tonal centres (as shown in Fig. 5.5), it is clear these modulations
become more rooted in pentatony over time. Whereas in the beginning of Brouwer’s
career, the majority of modulations are between diatonic keys. Interestingly, within
modulations involving pentatony, there is a temporary surge in complexity, beginning
mid-way through Brouwer’s middle period and receding by the middle of the late period.
While pentatonic usage frequently merges with many other parameters, there is a
particularly clear connection with unconventional harmonisation at modulatory points.
When describing harmonisation in Santería, Manuel and Fiol refer to a type of ‘parallel
polyphony’ that often occurs.5 Again, this results from a flexible sense of pitch among
the procession in a Toque de Santo ceremony. When exploring Brouwer’s repertoire for
the influence of this unconventional harmonisation, instances of chromatic parallel
harmony and polytonality emerge as possibilities (this parameter will be discussed in
more detail during section 5.2.4).
Selected excerpts from the first movement of Suite No.1 and Danza Caracteristica
(Ex. 5.7) illustrate Brouwer’s modulatory sensibility at the beginning of the early period.
There is a clear preference for abrupt changes within a diatonic framework. As such, In
the first example, the tonal centre shifts suddenly from C major to Ab, while in Danza
Caracteristica, the G minor introductory theme is repeated unexpectedly in D minor and
then later in E minor.
Ex. 5.7 Early abrupt modulations
A) Suite No.1 (1955), ‘Preludio’, bars 8–15

5

Manuel & Fiol, ‘Mode, Melody, and Harmony in Traditional Afro-Cuban Music’, p. 65.
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B) Danza Caracteristica (1957)

Bars 1–4

Bars 25–28

Bar 41–44

A key development, occurring at first in Pieza Sin Titulo No.2 (1957), is the
involvement of pentatony with changes in tonal centres. This is reflected on a larger scale
across all three movements of Tres Apuntes (1959). In the first excerpt below (Ex. 5.8a),
taken from the first movement, the melodic line changes quickly from a B minor
pentatonic (B-D-E-F#-A) to a B major pentatonic scale (B-D#-E-F#-G#). This replicates
the first of Manuel and Fiol’s categories of modulation in Santería, between modes which
share the same tonic.
Ex. 5.8 Tres Apuntes (1959), abrupt modulations/pentatony
A) ‘I’, bars 30–41
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B) ‘II’, bars 6–12

In the second movement of Tres Apuntes, pentatony acts as a conduit between two tonal
centres (B and G) in the form of a B minor pentatonic (without a 3rd) scale (B-C#-E-F#A). This marks an early point in Brouwer’s inclination to draw from pentatonic modes at
modulatory points in his pieces, one which exerts a significant and increasing influence
over the rest of Brouwer’s solo works up to 1993.
Three pentatonic modes are compressed into the short eighth movement of
Estudios Sincillos (1961), influencing nearly 60% of the piece (Ex. 5.9). An opening
melody in A pentatonic minor (A-C-D-E-G) is quickly followed in stretto by the same
melody altered to B minor pentatonic (B-D-E-F#-A). A diatonic three-bar phrase
concludes the first section and ushers in a new E minor pentatonic (E-G-A-B-D) tonality.
Brouwer’s combined use of pentatonic modulation and unconventional harmonisation
here is noteworthy. The latter parameter will be explored in greater detail later in this
chapter. Over time, this partnership emerges as a significant trend. Indeed, analysis from
Chapters 3 and 4 revealed similar parameter relationships. Two years later, the primary
melody from the first movement of Dos Temas Populares Cubanos (1963) utilises a D
major pentatonic mode (D-F#-G-A-B). 6 Overall, the melody is couched in a rather
conservative harmonic landscape and this is perhaps owing to the fact that it is based on
Eliseo Grenet’s theme. However, Brouwer expands on this during a development section
(Ex. 5.10). The same melody is re-harmonised, effectively changing it to an A minor
pentatonic (without a 3rd) mode (A-B-D-E-G). After only three bars, the melodic phrase
is interrupted by a fragment of the main melody altered to a Db major pentatonic mode

6

A previous section (2.41) also discusses this theme in relation to its use of non-scalar and nonarpeggiated movement.
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(Db-F-Gb-Ab-Bb). These rapid harmonic changes are settled in bar 51 with a return to
the tonic, D pentatonic major. The first modulation involves changing the tonic note of
the initial scale while maintaining the same pitches, essentially changing modes.
Significantly, when compared to modulatory practices in Santería, this reflects the second
of Manuel and Fiol’s modulatory categories. The second pentatonic modulation,
involving what appears to be an ad hoc change to a remote key, correlates with another
of Manual and Fiol’s categories (number 4).
Ex. 5.9 Estudios Sincilllos (1961), VIII, bars 1–12, abrupt modulations/pentatony

Ex. 5.10 Dos Temas Populares Cubanos (1963), ‘I’, bars 38–53, abrupt
modulations/pentatony
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Written at the end of the early period, Danza del Altiplano (1964) is the pinnacle
of pentatonic usage from 1955 to 1993, with 96% of the piece written in an A minor
pentatonic mode (A-C-D-E-G). Ex. 5.11 shows this extensive usage reflected in the
primary themes. By this stage, Brouwer is clearly adept in writing within a pentatonic
mould.
Ex. 5.11 Danza Del Altiplano (1964), large-scale use of pentatony
A) Bars 1–6, opening theme

B) Bars 17–26, main theme

C) Bars 27–31, virtuosic development
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At the beginning of Brouwer’s middle period, pentatony continues to proliferate
his solo guitar works and permeate modulatory points. Continuing this trend set during
the early period, pentatony works in tandem with unconventional harmonisation. This is
exemplified in the first movement of Elogio de la Danza (1964) (Ex.4.12), where a lower
line made up of quaver triplets, constructed mainly with perfect 4th and minor 7th leaps,
outlines a C major pentatonic mode (C-D-E-G-A). This accompanies a repeated crotchet
on a middle register B note, which pervades the section following section. As will be
discussed later on in this chapter, this section can be considered as an unconventional
harmonisation. Nine years on from this, in Parabola (1973), different pentatonic centres
are used in stretto once more at a modulatory point, however in a more complex manner
than during Estudios Sincilllos (1961) shown in Ex. 5.9. This boost in complexity around
the utilisation of pentatony at modulatory points lasts until mid-way through the late
period.7 This trend is similar to many rhythmic and metric parameters discussed in
Chapter 3, where the middle period sees increased levels of innovation. Previous research
has not followed such influences through all of Brouwer’s periods, which, as will be
shown, reveals a consistent interaction with Santería. In Parabola (1973), a new G major
pentatonic centre (G-A-B-D-E) signals the beginning of a new section. This is indicated
by circled notes, in Ex. 5.13a, which serve as the main melodic component of the phrase.
However, directly after each of these pitches, the consequent notes outline a B major
pentatonic mode (B-C#-D#-F#- G#). This close stretto, again doubling as a type of
unconventional harmonisation, bolsters the presence of pentatony at this important
modulatory moment in the piece. This occurs three times in the piece, each at important
structural points. While in this excerpt, each pentatonic scale is indeed unfinished (the G
major and B major sequences do not include the tonic notes), Ex. 5.13a, taken from the
beginning of the piece, provides verification that these are indeed pentatonic references.
In the earlier example, a clear and fulsome reference to E major pentatonic (E-F#-G#-BC#) is made by similar means. This acts as a prelude of sorts to the later truncated
references, featuring the same overt articulation and intervallic leaps.

7

Meaning mid-way through the late period that lies within the sample timeframe. Indeed, Brouwer’s new
compositions at the time of writing are still described as late period.
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Ex. 5.12 Elogio de la Danza (1964), ‘I’, bars 7–14

Ex. 5.13 Parabola (1973), pentatony in stretto
A) Bars 4–19 (int.)

B) Bars 29–33 (int.)
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At the beginning of his late period, with El Decamaron Negro (1981), Brouwer
further innovates his usage of pentatony around modulatory procedures. Midway through
the third movement of the work (bar 54), a new Ab major tonal centre is introduced,
interspersed between fragments of what appear to be an A minor pentatonic cell (bar 55)
in a lower register (Ex. 5.14). The first entry of this same cell, occurring earlier in the
movement, was described in Chapter 3 as a timeline (Ex. 3.33). In that instance, the
pentatonic fragment outlined a G minor pentatonic centre, which developed through
different tonal centres over the middle portion of the movement. In bar 61 (back to Ex.
5.14), the texture is flipped, with Ab major material appears below the same pentatonic
cell from E minor (E-G-A-B-D), which melodically develops towards bar 66. This
passage in many ways replicates procedures used by Brouwer for sectional calling and
timelines, where false entries are used in anticipation of more intact representations. In
this case, the A minor pentatonic fragment (made up of A and G) in bar 55 can be viewed
as part of the E minor pentatonic which follows in bar 61. As such, both of the tonal
centres are first introduced in an interspersed manner and then interwoven. The latter can
be viewed as reflective of unconventional harmonisation practices. All of which
represents a significant innovation within the development of these parameters.
Ex. 5.14 El Decamaron Negro (1981), ‘III’, bars 53-66

Beginning in the early 1980s, pentatonic usage around modulation points becomes
more linear once again. That is, modulation between pentatonic centres occurs
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horizontally with no false entries. This is exemplified in the thirteenth study from
Estudios Sincillos (1980), where (in bar 41) low register melodic material outlines an F#
minor pentatonic (F#-A-B-C#-E). This is abruptly changed to E minor pentatonic (E-GA-B-D) in bar 54 (Ex. 5.15). This replicates the third of Manuel and Fiol’s categories of
modulation in Santería, where different pentatonic centres are linked using a pivot note.
In this case, the seventh of F# minor pentatonic become the tonic of E minor pentatonic.
A year later, a similar process occurs in the third movement of Preludios Epigramaticos
(1981), although with an added innovation (Ex. 5.16). In this instance, a B minor (without
a 3rd) pentatonic mode (B-C#-E-F#-A) is delineated by a quaver melody which is
punctuated by clashing strummed chords. This is interrupted by a rising semi-quaver
passage utilising a B mixolydian scale, which acts as a dominant for repeated dotted semibreve E minor 7th chords. However, this supports a melody using an Eb minor pentatonic
mode (Eb-Gb-Ab-Bb-Db). This excerpt displays a random pentatonic modulation
(Manuel and Fiol’s fourth category) between B minor (without a 3rd) and Eb minor
centres. Again, the combined usage of pentatony and unconventional harmonisation at a
modulatory point is noteworthy.

Ex. 5.15 Estudios Sincillos (1980), ‘XIII’, bars 40–56
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Ex. 5.16 Preludios Epigramaticos (1981), ‘III’, bars 10–16

By the end of the period under study, the use of pentatony and its involvement
with modulatory procedures reaches its highest level, after a steady increase in the two
parameters over almost four decades. This is evident from the data represented in below
(Figs. 5.4 and 5.5) where the second movement of Rito de los Orishas (1993) contains a
36% pentatonic usage, which influences four of the six modulatory points. Some of the
these are illustrated below in Ex. 5.17. Significantly, each of the movement’s three
‘Danza’ passages, which dominate the overall structure, very clearly utilise different
pentatonic centres.
Fig. 5.17 Rito de los Orishas (1993), ‘II’
A) Bars 11–13

B) Bars 55–56
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C) Bars 120–121

5.2.3 Tetrachord figures
In Chapter 2, it was established how melodic progression in Santería often
involves the outlining of melodic cells that span a fourth. These figures are frequently
repeated in sequence, sometimes slightly altered to stay within the key of the piece and
other times without any alteration, thus pulling the melody out of the given tonal centre.
Initially, influence from these tetrachord figures in Brouwer’s solo guitar repertoire
appears to be peripheral when compared to other parameters. This assertion is bolstered
by sporadic usage over between 1955 and 1993, resulting in almost static average usage.
However, a link can still be established between some tetrachord usage in the repertoire
and Santería practices. Additionally, some significant trends and innovations emerge
from a deeper investigation of how usage of this parameter develops over time.
The blue line in Fig. 5.6 shows the occurrences of all tetrachord figures as a
percentage of the length of each work. The orange line gauges the percentages that are
repeated at a different pitch with no alteration, resulting in a removal from the harmony.
These are referred to below as non-moveable, with the remainder described as moveable
tetrachord figures. The former type is given more importance in the analysis as it
represents a distinctive melodic characteristic of Santería. Mainly, as the effect of pulling
melodic phrases away from any kind of rooted scale typifies the relationship practitioners
have with the concept of key, that is, very fluid. What is significant is that these nonmoveable tetrachord figures consistently appear in Brouwer’s repertoire, often at
important structural points.
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Fig. 5.6 Tetrachord figures, all and non-moveable (1955–1993)
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A considerable percentage of melodic movement from the first movement of Suite

No.2 (1955) makes use of tetrachord figures. The first of which, labelled in red, is

articulated at first from the pitch B and later, in bar 18, repeated in fixed form from the

pitch A (Ex. 2.47a and b). This second iteration serves to pull the melody from a D major

tonality towards a tonal centre suggesting G major or E minor. Three other tetrachords,

shown in blue, green and purple, are not repeated.

Ex. 5.18 Suite No.2 (1955), I, moveable and non-moveable tetrachord figures

A) Bars 9–12
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B) Bars 17–22

Non-moveable tetrachord figures manifest midway through the early period in
Pieza Sin Titulo No.1 (1956) and Danza Caracteristica (1957). In the former (Ex. 2.48a),
a small figure spanning a fourth is repeated in unaltered from but raised by a major
second, suggesting a new harmonic centre. This exerts a minor influence, with only three
bars affected by the parameter. In Danza Caracteristica, written a year later, a similar
passage emerges. Here, a four-bar passage contains four quick iterations of two different
tetrachord figures, from pitches A, C, E and A. As in the previous example, the changes
are too quick to establish the new keys, yet they affect the fabric of the music, suggesting
a loose sense of tonal centre.
Ex. 5.19 Non-moveable tetrachord figures
A) Pieza Sin Titulo No.1 (1956), bars 19–20
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B) Danza Caracteristica (1957), bars 12–19

After this, continuing until 1973 with Parabola, Brouwer’s use of non-moveable
tetrachords almost fully diminishes.8 While this maps out a sudden change in direction
for this aspect of the parameter, it feeds into a greater trend among parameters during this
time. That is, for some overt influences from Santería to recede and become more
obscured. Chapter 6 will examine how trends such as these suggest possible
analogousness between Brouwer and the political context within which he was working.
Passages from Dos Temas Pupulares Cubanos (1963) and Espiral Eterna (1971)
exemplify this trend where only moveable tetrachord figures populate much of the
musical landscape (33% and 12% respectively).
Ex. 5.20 Moveable tetrachord figures
A) Dos Temas Populares Cubanos (1963), ‘II’, bars 13-24, non-moveable tetrachord figures

8

One small exception to this trend (occurring in Danza del Altiplano in 1964) will be discussed shortly.
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B) Espiral Eterna (1971), bars 13-20

Significantly, a small exception to this trend occurs in Danza del Altiplano (1964).
Only covering 4% of the piece, two non-moveable tetrachord figures (labelled figures 3
and 4 in Ex. 5.21a) emerge from different pitches within a fully pentatonic landscape (A
minor: A-C-D-E-G). This small addition represents the beginning of an important
developmental cell. Again, this often combines two parameters (non-moveable tetrachord
figures and pentatony). Starting from the mid 1970s, this is used to build a macro level
thematic binding effect in the larger pieces.
Ex. 5.21 Danza del Altiplano (1964), early signs of non-moveable tetrachords merged
with pentatony
A) Bars 32–37

B) Bars 7–11

From 1974, mid-way through his middle period, the non-moveable tetrachord reemerges in Brouwer’s compositional language. However, from this time onwards, these
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figures increasingly infiltrate important thematic material. This differs from the early
period where they appear more in supporting voices. A descending perfect 4th interval
dominates the thematic substance of Parabola (1974). This is revealed in the guitar’s low
register (in bar 6) during the prelude-like opening (Ex. 5.22a) at first from C# then from
B. This figure, stated from E and then D, directs the melodic shape of the main theme
(Alla Danza) beginning in bar 30 (Ex. 5.22b). Similarly, in Tarantos (1974), although
less globally influential, an ascending perfect 4th shapes one of the piece’s lettered
sections (Ex. 5.22c). At the beginning of the late period, during Preludios Epigramaticos
(1981), a demisemiquaver figure influences much of the short sixth movement (18%). In
the excerpt shown (Ex. 5.22d), a figure containing widening intervals (major 2nd, minor
3rd and perfect 4th) is iterated from Eb, then in fixed formation from Bb and Eb some bars
later.
Ex. 5.22 Emergence of non-moveable tetrachord figures during the middle and late
periods
A) Parabola (1973), bars 4–13 (int.)

B) Parabola (1973), bars 29–33 (int.)
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C) Tarantos (1974), Bars 18–25 (int.)

D) Preludios Epigramaticos (1981), ‘VI’, bars 5–8

This trend continues into the late period, gaining a broader influence towards the
early 1990s. That’s is, these figures begin to enter into themes which span across
movements, such as with Sonata (1991) and Rito de Los Orishas (1993). In both pieces,
a tetrachord figure is used as a leitmotif of sorts, thematically sewing together expansive
movements. In Sonata, a tetrachord is established through two major 2nd intervals along
with a minor 3rd interval. This figure first appears in bar 6 of the first movement,
launching from a G# (Ex. 5.23a). Later iterations in the second and third movements
move between C# and G# starting points (Ex. 5.23b). Similarly, although more
extensively, a tetrachord figure containing a descending minor 3rd and rising major 2nd
pervades thematic material in Rito de los Orishas (1993). This figure is repeated from
different starting points, marking structurally significant moments of the piece, such as:
an important ‘indication of the ritual dance’ (Ex. 5.24a), the second of three dances (Ex.
5.24c), the first of two evocations (Ex. 5.24d) and linking developmental material (Ex.
5.24 b, e and f).
Ex. 5.23 Sonata (1991), tetrachords used for thematic development
A) ‘I’, bars 7–8
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B) ‘II’, bars 32–38

C) ‘III’, bars 16–22

Ex. 5.24 Rito de los Orishas (1993), tetrachords used for thematic development
A) ‘I’, bars 19–21

B) ‘II’, bar 35

C) ‘II’, bar 55
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D) ‘II’, bar 85

E) ‘II’, bar 92–94

F) ‘II’, bar 105–107

Brouwer’s idiomatic use of tetrachord figures to thematically link pieces and
indeed movements within pieces is an innovation which has been overlooked in terms of
its relationship to Santería. These figures have become a significant characteristic of
Brouwer’s compositional style, arguably contributing in some way towards the
accessibility, and therefore, the success of his music. In the period under study, they
become increasingly based around pentatonic modes, which, in many ways, parallels how
Brouwer engages with many Santería parameters. This sees a high level of confluence
between different parameters, producing a significant impact on the music. This results
in an influence which is greater than the sums of its parts. An increased use of pentatony,
because of the anhemitonic composition of the scale, arguably lends itself to the creation
of tetrachord figures. However, given that Brouwer was clearly drawn towards their use,
along with his innovation of binding works thematically through moveable tetrachord
figures, this creates a strong case for the melodic influence of Santería. Both Sonata and
Rito de los Orishas display this innovation in a highly developed form. However,
Brouwer begins developing this innovation far earlier in his career (see example 4.21).
Thus, these two pieces, late in the sample timeframe, reflect a maturation of this
parameter. As with so many of the Santería parameters, their usage is evident from early
in Brouwer’s career, but progressively impact the music’s fabric.
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5.2.4 Unconventional harmonisation
Influence from what I term ‘unconventional harmonisation’ appears to be
peripheral when compared to other parameters. This is manifested in a lack of significant
trends, innovations and overall usage. However, a link can still be drawn between its
usage and Santería practices. As such, it holds a steady influence, which gently increases
from around 2% in the early period to 7% in the late period. Passages from Brouwer’s
solo guitar works have been considered to be displaying influence from unconventional
harmonisation in a limited number of ways. These passages contain: simultaneous
reference to two remote keys, parallel harmony (usually at 3rd above or below melodic
content) and harmonic support which is appears deliberately ‘out of tune’. Again, these
classifications are mainly drawn Manuel and Fiol’s research on the melodic
characteristics of Santería. As is the case with meter changes (discussed in chapter 3),
unconventional harmonisations function more as a support for more dynamic parameters,
such as pentatony. Is this case, it enhances instances of pentatonic use around modulatory
points. Fig. 5.7 shows the occurrence of these passages as a percentage of each piece.
Fig. 5.7 Unconventional harmonisation (1955–1993)
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As seen in the following examples, Brouwer displays an unusual propensity of
supporting melodies with clashing harmony. The fourth movement of Suite No.1 (1955)
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exemplifies this trait (Ex. 5.25a). In this case, a melody beginning on E is supported by a
D# (major 7th) and G# (major 3rd) below. This type of parallel harmony is repeated in the
‘allegro burlesco’ movement of Suite No.2 (1955), shown in Ex. 5.25b, where a melody
beginning on D is harmonised in parallel by a major third below (from Bb). Ten bars later
(Ex. 5.25c), the same melody is accompanied by parallel harmony a major third above
(from F#). Brouwer’s unconventional sense of harmony is represented extensively in the
first movement of Tres Apuntes (1959). This dynamic, shown in Ex. 5.25d, occurs for
more than 10% of the movement. A firmly-established B pedal is joined by a lower
melody in a remote key, represented enharmonically as both A# and Bb major. This
appears to be out of tune or mistakenly pitched, thereby mirroring very closely the
Santería practice of casual harmonising with little importance placed on pitch symmetry.
The first instance where unconventional harmonisation is paired with pentatony occurs
in 1961, during the eighth movement of Estudios Sincillos. From this point, as discussed
earlier during the section on pentatony and abrupt modulations, the concurrent use of
these two parameters becomes a trend which develops over time. During the piece (shown
in Ex. 5.25e), melodic material using an A minor pentatonic centre is accompanied in
stretto a bar later but from B minor pentatonic. Intervallically, the accompaniment mirrors
the opening melody, causing an harmonic clash. Significantly, by bar 7, the two
harmonies are unified towards an A natural minor tonal centre. Such fleeting moments of
harmonic tension are striking. Further still they are applied and disengaged aptly to
maximise their compositional effect.
Ex. 5.25 Unconventional harmonisation, early period works
A) Suite No.1 (1955), ‘IV’, bars 15–28
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B) Suite No.2 (1955), ‘Allegro Burlesco’, bars 5–6

C) Suite No.2 (1955), ‘Allegro Burlesco’, bars 15–16

D) Tres Apuntes (1959),’I’, bars 55–62

E) Estudios Sincillos (1961), VIII, Bars 1–9

This trend continues during Brouwer’s middle period with the first movement of
Elogio de la Danza (1964). In the example below (Ex. 2.26a), a C major pentatonic centre
is outlined mainly through arpeggiated fourths in the lower voice, this supports a pedal B
note which, albeit static, drives the section melodically. Later into the middle period,
Espiral Eterna (1971) contains a high level of use of this parameter; the second highest
during the period under study at 33%. Reflective of the increased harmonic complexity
during the period, these references (such as that shown in Ex.2.26b) contain a clash
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between more diatonic material and chromatic harmony. More specifically, the upper
voice contains repeated melodic clusters which outline major and minor tonalities (three
of the nineteen bar section are shown below). Additionally, many of these clusters are
moveable tetrachord figures, again reflecting symbiosis between this and other
parameters. Below this, a heavily articulated and slow-moving line outlines all twelve
notes of the chromatic scale, spanning the section. This represents an innovation of
unconventional harmonisation usage. As with other parameters, the middle period sees
slight modulations and developments of usage of Santería parameters. However, it is
significant that these influences do not subside during this period. Rather, Brouwer uses
a new compositional landscape to experiment with established processes. This pushing
of the boundaries often filters into Brouwer’s late period; while the tonal landscape
becomes more conventional, such innovations are used once more.
Ex. 5.26 Unconventional harmonisation, middle-period works
A) Elogio de la Danza (1964), ‘I’, bars 7–14

B) Espiral Eterna (1971), bars 26–28 (int.)
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Continuing into the late period, the use of unconventional harmonisation persists,
with a slight increase in occurrences. There is no significant innovation in usage.
However, instances continue to bolster moments where pentatonic centres accompany
modulation points, which itself is a significant trend. This is exemplified frequently and
can be seen in the third movement of Decamaron Negro (1981) where a melody using an
E minor pentatonic centre is supported by material using an Ab major centre (Ex. 5.27c).
It is also evident in the third movement of Preludios Epigramaticos (1981) where a
melody rooted in Eb minor pentatonic supports a clashing repeated crochet timeline (Ex.
5.27d). Again, it is seen twice during Sonata’s (1991) first movement where a B minor
pentatonic melody is supported by a drone G# (Ex. 5.27e) and later in the movement an
E minor pentatonic melody is supported similarly by a Bb (Ex. 5.27f). Other notable
examples from the period include the first movement of Decamaron Negro (1981), where
an E minor centre is suggested in the upper voice which, through hocketing (discussed in
detail in Chapter 3), is interpolated with an Ab tonal centre (Ex. 5.27a). Later in the
movement (Ex. 5.27b), a similar hocketing figure is used, this time however, without
unconventional harmonisation. Instead, a B melodic minor scale is suggested among both
upper and lower voices. This again produces a striking effect, where Brouwer
interchanges frequently between dissonant and consonant harmonisation. Later in the
period, in Sonata’s slow middle movement, another unconventional harmonisation is
used to add significance to an important theme (Ex. 5.27g). As discussed in the previous
section on tetrachords, this theme spans all three movements of the piece and utilises a
non-moveable tetrachord. In this example, a bass figure rooted in F major supports the
entry of the theme from Eb.
Ex. 5.27 Unconventional harmonisation, late period works
A) Decamaron Negro (1981), ‘I’, bars 1–8

B) Decamaron Negro
(1981), ‘I’, bars 58–61
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C) Decamaron Negro (1981), ‘III’, bars 61–63

D) Preludios Epigramaticos (1981), ‘III’, bars 6–9

E) Sonata (1991), ‘I’, bars 27–30

F) Sonata (1991), ‘I’, bars 62–65

G) Sonata (1991), ‘II’, bars 1–9

5.3 Summary
Though the analysis of works from 1955 to 1993 for melodic parameters of
Santería influence, some significant results have been revealed. Firstly, the influence
from these parameters appears to proliferate markedly over that time. This is reflected in
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the trend-line below (Fig. 5.8) which brings together Santería influence from all melodic
parameters discussed in this chapter.

All
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Fig. 5.8 Average of melodic parameters (1955–1993)
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While this trend speaks for itself, other subtler trends and innovations perhaps reveal more
of the complexity of usage of each parameter, reflecting a high level of ingenuity and
creativity by the composer.
As with the other strands, parameter development often changes during Brouwer’s
middle period. This in itself is an interesting trend and appears to defy any one particular
pattern. During this time, pentatonic usage around modulation points accelerates in terms
of complexity and innovation. Conversely, usage of non-moveable tetrachord completely
declines. The trajectory of other parameters (non-scalar and non-triadic movement and
unconventional harmonisation) are not affected in this period in any way.
Throughout the analytical process, parameters were found to be utilised in
combination on a regular basis. This occurrence is inevitable with broad parameters such
as use of non-scalar and non-triadic movement and pentatony. However, one significant
coupling takes place between pentatonic usage around modulation points and
unconventional harmonisation. It appears that the latter intensifies the effect of the
former, spanning the period under study.
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Due to the widespread influence of Santería melodic parameters, particularly
towards from mid-way through the middle period, their influence infiltrates thematically
and structurally important centres of works. This is seen variously over that time. By the
end of the period under study, Brouwer’s solo guitar works exist in a melodic landscape
where the lateral development of phrase is dominated by Santería-like intervallic
movement, both in terms of the minutia of using leaps over consecutive steps and the
utilisation of tetrachord clustered figures. The grouping of pitches is increasingly
gathered around the four most common pentatonic modes used in Santería. Additionally,
modulation from different tonal centres is either heavily associated with pentatony or
exclusively involves two such modes. This connection solidifies towards Brouwer’s late
period, to the point where modulatory procedures are dominated by pentatony. This is set
amongst a backdrop where melodic material is increasingly harmonised in an
unconventional manner, akin to in a Santería ceremony. This adds a tension of sorts at
key melodic moments, bolstering their importance and further intensifying the usage of
the other melodic parameters. Culminating in the last two works of the period, Sonata
(1991) and Rito de los Orishas (1993), tetrachord patterns based in pentatonic centres
thematically bind multi-movement works. This has become a recognisable aspect of
Brouwer compositional style. While these cells have been commented upon in existing
research, no scholars to date have drawn connections with Santería specifically, or even
more generally in terms of traditional African musical practices.

This chapter

demonstrates, therefore, that these cells have a strong connection with Santería melodic
characteristics.
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CHAPTER 6 SANTERÍA’S PASSAGE THROUGH CUBA’S COMMUNIST
HISTORY AS REFLECTED IN BROUWER’S SOLO GUITAR WORKS
6.1 Overview
Leo Brouwer is, and has long been, engrained in the structures of power of the
communist government. From as early as 1960 he was head of the department of music
in The Cuban Institute of Cinematographic Art and Industry. Crowe notes that Brouwer
has been ‘writing prolifically’ for film since 1960, with over 60 score credits.1 Brouwer
later progressed to the Municipal Conservatory in Havana, and more recently was
awarded the Orden Félix Varela prize, the highest cultural honour granted by the Cuban
state. For the past decade, Brouwer has held the position of General Manager of the Cuban
National Symphony.2
In many ways, the development of Brouwer’s career in Cuba has been
accompanied by a political vacuum on race and discrimination. A culture of simply not
discussing matters relating to race has dominated since the early 1960s, beginning shortly
after the 1959 communist revolution. This paints a narrative where Santería and other
African cultures have been restricted from fully entering the mainstream of Cuba’s
concept of a national culture. The point is similarly noted by Casamayor-Cisneros, who
has argued that ‘blackness has always been considered a sort of otherness within the social
configuration of the Cuban nation.3 In more recent times this has shown signs of
changing. Casamayor-Cisneros tracks how an emerging Hip-Hop scene in Cuba has
harnessed issues of race. He describes how ‘Today [2009], racial identity is screamed.
Some black Cubans are persistent in “being black” and recognizing their marginality in
spite of 50 years of revolutionary experience and more than a century of nationalism built
on the utopian concept of a raceless Cuba and the celebration of infinite mestizaje’.4

1

Crowe, J.: ‘Leo Brouwer at 80: The Maestro Reflects on his Career as a Composer, Arranger, and
Conductor’, Classical guitar, Summer (2018), 1–11, p. 6.
2
Outside of Cuba, in 1992, he founded the Orquestra de Cordoba, based in the Andalusia region of Spain,
and served as its leading conductor for much of that time. Ibid., 5.
3
Casamayor-Cisneros, O.: ‘Confrontation and Occurrence: Ethical–Esthetic Expressions of Blackness in
Post-Soviet Cuba’, Latin American and Caribbean Ethnic Studies, 4/2 (2009), 103–35 (p. 105).
4
Ibid., 114.
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The gulf between these developments and the beginning of Brouwer’s career
(1955) will be explored in this chapter. It also considers how Brouwer’s solo guitar works
often reflect socio-political changes in Cuba. These connections will be made by
discussing each of Brouwer’s three compositional periods after first considering the
political and societal developments occurring in Cuba at the time. As such, Brouwer’s
early period (1955–1964) is tracked to the build-up and execution of the communist
takeover; his middle period (1964–1981) occurred during the early communist era; and
his late period (1981–present) paralleled more recent developments. The analytical
findings from Chapters 3, 4, and 5 bolster this discussion. While these chapters showed
that Santería’s influence permeates through the rhythmic and metric, structural, and
melodic processes of Brouwer’s solo guitar works, this chapter suggests that the ebb and
flow of this influence can be seen in tandem with elements of the socio-political
environment in Cuba.
6.2 The pre-communist era and early communist regime as reflected in Brouwer’s
early period
The pre-communist era in Cuba, dominated by the US-backed Batista
governments from 1940, saw a lack of engagement on the part of the public with
traditional African cultural expressions. It has been observed by Robin Moore how
‘Fernando Ortiz and others made efforts beginning in the late 1930s to stage public
concerts of Afrocuban religious music’. However, these efforts were fruitless in terms of
impact; the events were poorly attended and eventually ceased to be organised.5 However,
as the communist movement gained momentum, Cuba’s African population came
increasingly into focus. Davies describes how ‘the Cuban nation, ‘such as it was’, became
progressively identified with the descendants of slaves, with ‘the people, the workers, the
millworkers, the Negroes, ‘los humildes’’.6 Toppling Batista’s government required their
engagement, resulting in a grass-roots movement aimed at ridding Cuba of its elite ruling
class. This social stratum was of course the driving force behind much of the
discrimination suffered by the African population. Thus, the revolution was fought more
on issues of class and agency than on race. Casamayor-Cisneros notes that at that time
5

Moore, R.: ‘Revolution and Religion: Yoruba Sacred Music in Socialist Cuba’, The Yoruba Diaspora in
the Atlantic World, eds. T. Falola T. & M. D. Childs (Indiana: Indiana University Press, 2004), 260–90
(p. 263).
6
Davies, C.: ‘Fernando Ortiz’s Transculturation: The Postcolonial Intellectual and the Politics of Cultural
Representation’, Postcolonial Perspectives on the Cultures of Latin America and Lusophone Africa, ed.
Robin W. Fiddian (Liverpool: Liverpool University Press, 2000), 141–166 (p. 143).
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‘there no longer existed black Cubans or white Cubans, only revolutionary Cubans’.7
Given these focal points, it is not surprising that many members of the communist party
at the time were open practitioners of Santería. Such as Lázaro Peña, a Santero (initiated
Santería member) and child of the orisha Obatalá,8 or René Vallejo, Fidel Castro’s
personal doctor who was also a practicing Santero.9 A more sceptical evaluation of this
seemingly conciliatory movement is offered by Carlos Moore, who believes that Castro
garnered domestic black support in order to drive a wedge between Cuba and the US.10
By using the ‘race question’, as put by Moore, Castro could galvanise support from
Africans in Cuba. He portrayed the US as ‘the quintessential homebase of Ku-Klux-Klantype racism’11 and formed links with the Black Power movement, black churches, and
Congressional Black Caucus. In doing so, through the revolution and early days of the
new regime, he played a successful game of ‘divide and conquer’.12 In the wake of Cuba’s
political transformation, the class dynamics and racial mix of Cuba dramatically changed.
A significant percentage of white inhabitants on the island (15–20%) fled to the US,
settling mainly in Miami and Florida.13 Many of these people, from the ‘White Cuban
professional class’, feared the sweeping socialist reforms promised by Castro’s
government.14 These changes increased Cuba’s Afro-Cuban population from 35–40% to
over 50%. Thus, Cuba’s white middle-class became leaders of a black majority state.15
The emergence of new policies from 1959 to the mid 1960s reflected a government that
was acutely aware of this ironic situation. Castro began his tenure by pandering to this
majority, through the support of Santería.
[T]hey [Castro’s government] recognized Santería and related practices as genuinely
popular. Santería played an important role in the lives of the working classes,
especially blacks, precisely the people the revolution intended to help through their
new social programs. In addition, Afrocuban houses of worship functioned
autonomously and had no central leadership on a national level that might pose a
political threat. For these reasons, Santería worshipers experienced little persecution
during the early 1960s.16
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In his many speeches during those early years, Castro also discussed the need to end racial
discrimination, particularly with access to employment and education.17 However, these
policies did not fully deliver for Cuba’s black population, or rather the government had
clandestine motifs which were rooted in both Marxist/Leninist thought and precepts laid
down previously by prominent thinkers such as Ortiz and José Martí (1853—1895). As
observed by Casamayor-Cisneros, Martí espoused black Cubans only becoming ‘full
patriots’ by ‘pledging absolute loyalty to their liberators’, thus shedding ‘the atavisms
attributed to his race and culture’.18 Marxist thought regarded religion as: ‘an impediment
to social progress’,19 ‘the sigh of the oppressed creature’, ‘the opium of the people’.20
This ethical reluctance to support religious activities, regardless of the best intentions to
improve the situations of many black practitioners, led to a governmental ambivalence
and a stagnation of discourse towards the mid-1960s. As stated in Chapter 1, in 1961,
Castro declared that ‘the age of racism and discrimination was over’.21 Yet, in the
following years Santería began to be censored. Robin Moore draws attention to a radio
program which was aired on Cuban radio station CMBL (Radio Cadena Suaritos) during
Batista’s time. It hosted replications of Toque de Santo ceremonies, which even began
with the traditional oru seco (unaccompanied batá drumming). After the station was
nationalised in 1959, the same programme continued through the early 1960s but was
quickly cancelled by officials in the mid-1960s. 22 This trend was propagated across all
media platforms. Ironically, despite the political and social upheaval caused by the
communist revolution, where a nation rose up against the supposed tyranny of the west,
by the mid-1960s the position of Santería followers was relatively similar, if not worse.
This speaks to the process of internal colonisation which was discussed in the previous
chapter. Robin Moore describes how Argeliers León organised a series of lectures on
Afrocuban religions during his time. However, these seminars, ‘although of undeniably
high quality’, were poorly attended with only ‘three to seven individuals in attendance’.
This is strikingly similar to events organised by Fernando Ortiz thirty years earlier,
compounding the stagnation of progress regarding public engagement with African
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religions.23 Perhaps emanating from a type of blind-faith in the revolutionary process,
Afro-Cubans were slow to come to terms with their ‘continuing discrimination’ and
‘growing impoverishment’.24
When the solo guitar works written during Leo Brouwer’s early period (1955–
1964) are considering alongside the above, some likely parallels can be observed. These
suggest a certain degree of comparability between how Santería influence developed in
Brouwer’s works and the socio-political environment which was shaping the
development of the religion. The first works discussed in this project are: Suite No.1
(1955), Suite No.2 (1955), Preludio for Guitar (1956) and Pieza Sin Titulo 1 (1956).
These works were written during the Batista government’s final years in control of Cuba.
At the time, there was little engagement with traditional African music. In these works,
there are only mild structural similarities with Santería. Regarding the momentum cycle
discussed in Chapter 4,25 this period sees only the use of some isolated and coupled usages
(see: single usages in Ex. 4.1 from Suite No.1 (1955) and Ex. 4.5 from Preludio for Guitar
(1956), and a coupled use in Ex. 4.6 from Suite No.1 (1955)). Similarly, when compared
with later in the period, usages of sectional calls are undeveloped and exhibit only basic
levels of innovation (Ex. 4.19). However, as observed in Chapter 4, these developments
can be viewed as the seeds from which more significant expressions of Santería grow.
Rhythmic and metric parameter use during this time supports that evaluation. The
fundamental seeds of innovation are found during these Batista years. For example,
Brouwer’s inclination to use two differing timelines during pieces (see Ex. 3.19 from
Suite 1 (1955)) or further still his tendency to designate each with an on-beat and off-beat
quality (Ex. 2.22 Preludio (1956)). Additionally, there are no instances of metric
modulation usage (Fig. 3.10), which can be viewed as a more overt Santería influenced
parameter. In terms of melodic influence, there is little use of non-scalar movement, some
of which is accompanied by scalar movement (see: Ex. 5.1 from Suite No.1 and Fig. 5.1).
There are negligible amounts of pentatonic usage (Fig. 5.4). As such, modulatory
processes are not governed by pentatony (Fig. 5.5). Again, some indicators of future
innovation emerge, such as with non-moveable tetrachords (Ex. 5.18 from Suite No.2
(1955) and Ex. 5.19a from Pieza Sin Titulo No.1 (1956)). These become more important
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later in Brouwer’s output, where they are increasingly fused into important melodic
motifs.
During the build-up to and after the 1959 communist take-over, an increased focus
was given to the African population. In Brouwer’s solo guitar works, Santería parameters
begin to exert an increasing influence. While all of the pieces written during this time are
reflective of the political environment that surrounded their inception, two stand out,
Danza Characterista (1957) and Tres Apuntes (1959). In these works, Santería influences
appear in an overt and often striking manner. Small seeds of development from earlier
evolve into more noticeable influences which have a greater impact of the music. As
discussed in Chapter 4, Danza Characterista is the first of Brouwer’s works to exhibit a
structure which is comparable with a Santería Toque de Santo ceremony (see Fig. 4.9).
Within this, the first representation of a full momentum cycle is used (see Ex. 4.13). What
particularly stands out from previous pieces is the appearance of a highly evocative
passage, performed at a markedly slackened tempo from the proceeding frenzied material.
The momentum cycle also appears in part for Tres Apuntes (Ex. 4.7) and in full within
Danza del Altiplano (1964) (Ex. 4.14). Other structural parameters take on increased
importance. Sectional calling takes on an increased parallel with Santería processes,
dominating local level structural changes in Danza Characteristica and Pieza Sin Titulo
No.2 (1957) (Ex. 3.20 c, d and e). This trend is even more apparent in the following years
with Tres Apuntes, Estudios Sincillos (1961) and Danza del Altiplano (Ex. 4.21). In terms
of polymeter usage, 1957 to 1962 far exceeds any other period between 1955 and 1993
(28% in Danza Characteristica, 44% in Pieza Sin Titulo 2 (1957), 32% in Pieza Sin Titulo
3). This tracks well with a new overtness with Santería influences during this time.
Indeed, polymetric relationships are a defining characteristic of Santería. There are also
some significant innovations during this time. Such as a hybrid use of displacement and
phrasing polymeter during Danza Characteristica (Ex. 3.9) or the congruous usage of the
parameter with polyrhythm during Tres Apuntes (Ex. 2.10). Additionally, in the same
piece, there is the occurrence of two-part polymeter which directly mirrors the texture of
Santería (Ex. 4.11). As described in Chapter 3, this occurs quite rarely in Brouwer’s solo
guitar works. Tres Apuntes is a trove for timeline influence. The first two movements
contain very high percentages of usage (22% and 57% respectively). Again, it serves as
a confluence of timeline innovations displayed in previous works. In particular, the
second movement of Tres Apuntes (1959) provides perhaps the most overt example of
batá inspired writing during all of Brouwer’s three periods. From the opening, an on-beat
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timeline is sustained. Then, through metric modulation, a second timeline takes control
(Ex. 3.27). This is the first use of metric modulation, also occurig in the piece’s third
movement. Additionally, later in the second movement, a distinctive bar, which
corresponds to the three-part texture of a batá ensemble, is used to usher the recapitulation
of opening material (Ex. 3.37). Thus, batá practices dominate the progression of the
movement in a very undisguised way. The above enhanced Santería influence also enters
through melodic means. This period sees an increased use of pentatony. Significantly,
Danza del Altiplano contains the highest level of pentatonic use (94%) over the sample
timeframe (Fig. 5.4). Although, of greater importance is the increase of modulation
procedures based around pentatonic tonal centres. Such examples emerge in Tres Apuntes
(Ex. 5.8), Estudios Sincilllos, ‘VIII’ (Ex. 5.9) and Dos Temas Populares Cubanos, ‘I’
(1963) (Ex. 5.10). Additionally, parameters such as tetrachords (particularly nonmoveable) and unconventional harmonisation begin to innovate. For the latter, the eighth
movement of Estudios Sincillos (1961) contains the beginning of this parameter pairing
with pentatony (5.25e).
Interestingly, the end of Brouwer’s early period (1962–1964) perhaps reflects the
beginning of harsher more oppressive government policies towards Santería. While many
parameters continue to increase and innovate throughout this time, some drop
significantly. The use of non-moveable tetrachords almost fully diminishes, only
emerging again in 1973 with Parabola. Brouwer also chooses titles which appear to
reflect the type of Cuban nationalism endorsed by Castro’s government. That is, where
focus is shifted away from issues of race (such as African or Spanish and so forth) and
towards a concept of a unified Cuban culture as espoused by Ortiz. With such a model,
overt expression of tradition African forms was not endorsed and censored by those in
power. Brouwer’s pieces have titles such as: Dos Aires Populares Cubanos (1962), Dos
Temas Populares Cubanos (1963) and Tres Piezas Latinoamericanas (1964). Dos Aires
Populares Cubanos featured two movements, ‘Guajira Criolla’ and ‘Zapateo’; both
relating to Cuban popular forms thought to equally represent Spanish and African
influences. Compared to previous works, there is a marked increase of horizontal hemiola
(polyrhythm between two meters in the same bar) during these movements, 17% and
42%. This rhythmic effect is a defining characteristic of the Cuban popular forms
Brouwer is referring to. Interestingly, polymeter usage, which is more associated with
traditional African forms, suddenly drops during these pieces. Perhaps, this all signals
what direction Santería influence was to take during Brouwer’s next compositional
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period. These middle period works, as will now be discussed, were written during a time
of increased censorship of Santería.
6.3 The Early communist period up to 1980s as reflected in Brouwer’s middle period
From the mid 1960s through to the late 1980s and early 1990s, the communist
grip on religious activities, including Santeríá, began to tighten, to the point where they
were ‘purged almost completely from social and musical life’.26 Many of the related
policies began to be enforced more stringently, having a significant effect on the
population. For example, professing a faith precluded membership of the communist
party.27 This affiliation was vital for gaining access to employment, housing and career
advancement. Naturally this fostered a surface level secularisation of Cuba, where
worship rituals were moved from the public to private spheres. This is encapsulated by
figures which show a staggering decline in Cubans who described themselves at Christian
or participating in Santería or did both, between the Batista and Castro regimes. The
figure moved from a majority before the revolution to 2% by 1976.28 As noted by Robin
Moore, ‘[i]t appeared to many as if Marxist doctrine was being used as an excuse to root
out cultural practices of which the white/Hispanic leadership did not approve’.29 Such
doctrine took in and represented the views of contributors such as Jesús Guanche who
believed that religious expression was ‘ignorance’, ‘obscurantism’, and ‘intellectual
underdevelopment’,30 or the Ministry of Education who cited the main source of
delinquency as the Yoruba religion.31 Angel Bustamonte linked the latter also with
psychological illness.32
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As an aside, government policies not only effected Yoruba practitioners, but also
other music forms and marginalised groups. Majied notes the difficulties gay men in
particular had in Cuba from this time up until the early 1980s.33 Similarly, open
expression of anything other than the well-established ‘traditional Spanish machismo’
and rigid gender roles, could draw suspicion. This often resulted in imprisonment or
punishment through limited access to employment and labour camps.34 During that time,
jazz was not supported by official Cuba. This reluctance can be explained by the
association of jazz with American culture. Additionally, during these years, Cuba still
relied heavily on Soviet backing, which came with an implicit rejection of music forms
which had western associations. However, from the late 1970s, this stance was reversed
and jazz has received full state support.35 Interestingly, shortly after this policy shift, Leo
Brouwer wrote Variations sur un theme de Django (1984), his first piece which
referenced a jazz artist. The government followed a similar path for North American and
British pop music.36 However, it was always consistent in endorsing Art music.
Additionally, as discussed in the Chapter 1, some cultural expressions were
unconditionally supported by the government. Music forms such as canción,
conservatory fostered art music, son, trova and nueva trova were given a relatively free
pass in Communist Cuba. In general, forms which were apolitical and overtly reflected
Cuba’s hybridised fusion of cultures37 were given special place.38 Peter Manual writes
frequently about these policy dualities, stating that ‘Cuba have supported popular [Cuban]
music over any substantial support for African music and this represents a discriminatory
approach.39 The popular style of Nueva trova, thought to have been cultivated at the
ICAIC Film Institute in Havana during the late 1960s, has been heavily backed by the
33
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overwhelmingly mulatto and creole society rather than a racially divided one’. While, many believe that
son was developed in Havana, Moore promotes the likelihood of its (and trova’s) inception in Oriente;
Manuel, P.: ‘From contradanza to son: New perspectives on the prehistory of Cuban popular music, Latin
American music review, 30/2 (2009), 184–212 (p. 188).
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government. Interestingly, Leo Brouwer was involved in the ICAIC at the time.40
Brouwer’s positioning around projects which have gained state support appear more than
coincidental. While a small connection, it clearly points to Brouwer’s analogousness with
communist partly cultural policy.
This divisive environment forced people to adapt within the regime’s
requirements or leave the country in many cases. María Vélez describes how, when faced
with a four-year jail sentence for religious involvement, batá drummer Felipe García
Villamil chose to leave Cuba.41 Other academics and educators whose beliefs were
incongruous with communist Cuba, such as Carlos Moore, left during this time,
continuing their career outside of the state.
Brouwer’s middle period (1964–1981) saw a rapid departure into a more coded
musical language. It could be viewed as more than coincidence that during a time of
intense censorship of discussion on race and racism, religion and ritual, Santería
influences were obscured behind a new modernist language. Such devices included:
indeterminacy and improvisation (La Espiral Eternal (1971), Parabola (1973) and
Tarantos (1974), vastly expanded melodic and harmonic chromaticism (Elogio de la
Danza (1964), complex rhythmic groupings and phrase relationships (Canticum (1968)).
While solo guitar works in this new style exhibited a form of ‘modernist nationalism’,42
which was strongly encouraged at the time, when analysed (as in chapters 3, 4 and 5),
Santería influences are still evident. New compositional devices were used to bestow
Brouwer’s music with a level of abstraction and universality; they certainly disassociated
the music from Santería.43 However, these influences still emerged, arguably to a stronger
degree, but in different places and in highly developed ways. As observed through
analysis, polymeter in La Espiral Eterna takes place between improvised and written
voices (Ex. 3.15) or in Tarantos is revealed as a ‘migrating displaced polymeter (Ex.
3.16). The influence of timeline and metric modulation is not as obvious, such as with
Tarantos (Ex. 3.32) where the performer’s choice of ordering sub-sections may or may
not bring about metric modulation. Parabola is made up of small cells of differing
40
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Chapter 1).
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lengths, density and rhythmic intensity, some of which are to be repeated ad lib by the
performer. Additionally, the piece is unbarred and displays a flexible sense of pitch
hierarchy. However, this landscape conceals a robust structure, orchestrated by sectional
calls akin to those found in Santería (Ex. 4.22). It is tempting to suggest that this is
reflective of the process which occurred with practitioners of Santería in Cuba from the
mid 1960s. They hid their practice, their faith and rituals from the general public and
certainly from official Cuba. This had the effect of instilling the importance of Santería
for those involved. Similarly, with Brouwer, Santería influences actually proliferated
during this period, see Fig. 3.15 and Fig. 5.8 which average rhythmic, metric, and melodic
parameters through 1955 to 1993.
6.4 The 1980s and 1990s in communist Cuba as reflected in Brouwer’s late period
As discussed in the Chapter 1, the 1980s and 1990s saw an apparent softening of
the communist government’s approach to Santería. The reasons for this were manifold
After decades of harsh policies, Castro’s government was increasingly aware of the
potential for revolt amongst those who most suffered such policies, the black population
on the island who made up an increasing majority. The 1980s saw further migration of
the island’s white population, most strikingly through the Mariel boatlift in 1980 where
as many as 125,000 people fled Cuba for the US. This mass emigration was as much to
do with Cuba’s crashing economy as political or class issues. To make matters worse,
1990 saw the withdrawal of the former Soviet Union’s political support for Cuba,
resulting in an economic crash now known as the ‘Special Economic Period’. This was
in part due to Cuba reluctance to engage with a suite of socioeconomic or political reforms
(titled Perestroika) led by Mikhail Gorbachev.44 Carlos Moore recalls a significant visit
from the Russian leader in 1989 where, in Moore’s opinion, Castro made this decision
out of fear of releasing ‘repressed racial, ethnic, cultural, and national feelings’.45 These
circumstances (as in the period before the 1959 revolution) required Castro to garner
support from the nation’s black population. Government bodies, such as the Centro de
Investigación y Desarrollo de la Música [Center for Investigation and Development of
Cuban Music] began to pay more attention to research on traditional African music,
although Robin Moore discusses a still inherent ‘condescending attitude toward their
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object of study’.46 In 1987 the government opened the Casa de África in Havana, the first
institution in Cuba devoted to the promotion of African culture. In the same year, officials
hosted the supreme leader of the Yoruba religion, based in Nigeria, for a five-day visit.47
A softening approach to Santería, in addition to somewhat quelling negative sentiment
amongst the black population, also facilitated a boost in tourism on the island, leading to
much needed foreign investment. Small occurrences and policy shifts contributed to what
has been described as a ‘religious boom’. Such as in 1991 when the Union of Cuban
Writers and Artists (UNEAC) published Los orichas en Cuba [written by Natalia
Bolívar).48 This was the first book published in Cuba which outlined the rituals, customs
and history which constituted the Santería belief system.49 Outside of this, the policies
towards homosexuality began to liberalise from around 1975–1980 onwards.50 This all
contributed to a sense amongst the public that religiosity was more acceptable, something
which could be viewed and enjoyed in public.51 However, contributors such Katherine
Hagedorn reference the superficiality of the governments approach. While there was
greater exposure of some rituals for public consumption, this was heavily curated and
mainly for the financial benefit of the political system. Issues around discrimination and
censorship still persisted, Hagedorn notes how hosting a private Toque de Santo still
required a permit from the local authority, which was not always granted. 52 As will be
discussed, the problems of not fully recognising traditional African cultures and their
unique contribution to Cuba’s cultural landscape still persists to date. As an aside, over
this time, government continued its unequivocal approval of Art music, while using pop
music as a proxy for the negative effect of western capitalist ideals.53
Again, the tripartite periodisation of Brouwer’s output seems to corelate with
Cuba’s socio-political landscape. The late period began in 1981, the first solo guitar piece
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being La Decamaron Negro (1981).54 As previously noted, during this period the
composer changed direction towards a musical language that saw a return to more
diatonic harmony and little or no use of compositional techniques such indeterminacy or
pitch sets. Brouwer refers to that both as a new minimalism and hyper-romanticism.
Interestingly, at a time when the government in Cuba was orchestrating a religious
‘boom’, 55 Santería influences in Brouwer’s solo guitar works begin to take on parallel
changes. Analyses from chapters 3–5 revealed a pattern during the period where the
influences become more overt, reach unequalled levels, increasingly dominate the
music’s fabric, infiltrate more significant thematic material and also increasingly appear
in congruity. Taken together, these factors describe a musical where Santería influence
is significantly more overt.
A new overtness with Santería can found in first how full momentum cycles begin
to replace instances of just isolated or coupled usages. This starts early in the period, with
the second movement of El Decamaron Negro (1981), shown in Ex. 3.17. In this instance,
large sections of the movement follow the momentum of a Toque de Santo ceremony.
That is, a period of building intensity leads to a frantic or frenzied passage which is
dissipated through a contrasting evocation of sorts, this in turn leads to a dance-like
passage, and the cycle continues. As discussed in chapter 3, Rito de los Orishas (1993)
sees elements of the momentum cycle and other Santería terminology being directly
referred to by Brouwer for the first time. Several passages are labelled ‘Evocation’, the
second movement translates as ‘Dance of the Black Goddess’ (Danza de los Diosas
Negra) and the piece itself translates as Rites of the Orishas (Rito de los Orishas), Orishas
being Santería deities. The timing of this is more than coincidental with Bolívar’s
important publication on Santería religious practices published just three years earlier in
1990. This book was seen as very significant at the time, as previously no such detail on
the religious practice was permitted to be disseminated by the Cuba government. This
and other such measures, allowed for Brouwer to directly refer to Santería influences.
Unsurprisingly, in the context of the sample timeframe, the structure of Rito de Los
Orishas provides the clearest parallel with the four-part structure of a Toque de Santo
(Fig. 3.12).
54

Interestingly, Brouwer’s El Decamaron Negro created a link between the composer and Fernando
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Additionally, Brouwer’s late period sees dramatic increases in usage for many
parameters, such as: pentatony (Fig. 5.4), use of non-scalar and non-triadic movement
(Fig. 5.1), sectional calls (Fig. 4.6) and timeline (Fig. 3.9). Many others, such as threepart batá (Fig. 3.12) and unconventional harmonisation (Fig. 5.7) increase gently over
the same period. Perhaps of greatest significance is how each of the strands of influence
mature during this period, exerting a dominant grip on the music’s fabric. Structurally,
the period sees a growing influence of timeline where on-beat or very basic timelines,
often connected through metric modulation, serve as an overall metric framework. This
is demonstrated well in Sonata (Ex. 3.34) and Rito de los Orishas (Ex. 3.35). This
framework becomes the foundation from which other parameters (such as polyrhythm,
polymeter, silent downbeat and three-part batá) gain prominence. A similar situation is
formed with structural parameters where they permeate more markedly. As such, pieces
are directed at every juncture by rhythmic or melodic calls. This underpins and allows for
local-level phrasing to develop towards momentum cycles. Additionally, the use of
timelines at times becomes part of a larger four-part structure, reflective of a Toque de
Santo ceremony. Additionally, as observed in Chapter 5, Brouwer’s late period solo guitar
works exist in a melodic landscape where the lateral development of phrase is dominated
by Santería-like intervallic movement, both in terms of the minutia of using leaps over
consecutive steps and the utilisation of tetrachord clustered figures. By the end of the
period under study, pentatony usage reaches its highest level after a steady increase over
almost four decades. The grouping of pitches is increasingly gathered around the four
most common pentatonic modes used in Santería. Furthermore, modulation from
different tonal centres is either heavily associated with pentatony or exclusively involves
two such modes. Thus, these changes are not achieved by one particular parameter, but
through increased usage and congruity between parameters.
To further solidify Santería’s importance during this period, some parameters
migrate increasingly towards key thematic material. This is exemplified in the third
movement of El Decamaron Negro (1981) where all primary themes contain a type of
hocketing between three voices (Ex. 2.48a). This parameter also emerges as a driving
force for virtuosic passages (such as with Rito de los Orishas (1993) in Ex. 2.49). This
contrasts with Brouwer’s early and middle periods where hocketing exists more within
supporting material. Non-moveable tetrachords follow the same trajectory through the
sample timeframe, increasing infiltrating primary thematic material. These figures begin
to enter into themes which span across movements, such as with Sonata (1991) and Rito
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de Los Orishas (1993). In both pieces, a tetrachord figure is used as a leitmotif of sorts,
thematically sewing together expansive movements.
A somewhat unexpected discovery from this analytical project is the increasing
tendency for parameters to merge. This trend begins with Brouwer’s first solo guitar piece
in 1955 and finds its fullest expression during this late period. This occurrence in many
ways can be expected; increasing levels of parameter usage naturally result in an
increased chance of combined usage. However, it appears that Brouwer often utilises
parameters in tandem as a method of bolstering their effect. Again, this is reflected on
several levels. On a macro level: isolated and coupled references to the momentum cycle
progressively congeal, resulting in a single expression; timeline and metric modulation
increasingly work in tandem; melodic parameters proliferate together and unite towards
a Santería-infused melodic landscape. At local level, other parameters combine
effectively. Unconventional harmonisation appears more often with modulations between
pentatonic centres, effectively enhancing its effect. Polymeter often acts at the driving
force for passages of building intensity leading to frenzied episodes. Pentatony
increasingly works together with non-moveable tetrachords, create idiomatic melodic
cells.
As an aside, over his late period, Brouwer has often articulated disparaging
critiques of pop music, which appear to parallel the government position. 56 In 1998, as
an espousal of complexity in music, Brouwer discussed how the sonorities he used were
‘generally not simple commercial chords’.57 Again in 1988, referring to his progression
to a third, more minimalist, compositional phase, Brouwer stated ‘I'm not making
concessions. If I were to make concessions, it would be better to do arrangements for
Barbara Streisand’.58
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6.5 After 1993
While this project’s analysis finishes in 1993, with Rito de Los Orishas, it is worth
considering how issues relating to race have been dealt with in Cuba after that time.
Unfortunately, overall, the Cuban government has continued its careful messaging around
race, that is, promoting a Cuba which has solved issues of race and discrimination. This
narrative of non-recognition has continued on from 1993 to the present, however,
significant cracks have begun to appear from around 2009.
This can be captured by providing some research which documents how issues
relating to race have been dealt with over that time. Carlos Moore discusses how in 1996,
Cuba’s ruling class were 90.2% white, 98.8% male and 98.8% middle-aged.59 In 2001,
Fuente describes how the state continued to maintain a position which was steadfastly
against recognising racial difference, particularly inequality stemming from such
difference.60 2009 saw the lifting of restrictions on travel and remittance-sending,
reconstituting links between Cuban-Americans and Cubans which had been severed for
decades. However, as these largely only existed between the white population of both
states, this ‘lay the groundwork for the birth of a new white, Cuban middle-class and
potentially aggravate[d] racial cleavage on the island’.61 These interventions, combined
with a growing frustration around the ‘persistence of racial inequality’ created a new civil
rights movement.62 This movement challenged the discourse around race in Cuba, forcing
its citizens to confront its legacy in a way which was uncomfortable for many.63 In 2012,
Guerra notes that ‘darkest-skinned Cubans are less represented as the face of Cuba,
particularly in more tourist-oriented venues’.64 Research conducted by Esteban Morales
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Domínguez, originally published in Cuba in 200865 but revised in 2013,66 documents how
Cuba has changed very little since the religious boom beginning decades earlier. Cuba’s
levers of power (state, government, and institutions of civil society) continue to be
managed by the minority white population.67 He also notes the lack of studies dealing
with race, which is striking given Cuba’s history and plethora on racial groupings.
Accordingly, Domínguez is absolute in his assertion that in 2013, as a result these
government interventions, Cuba regrettably lacks a social history of its Black
population.68 Two years on from Domínguez’s findings, scholars such as Majied continue
to find that the ‘residuals of colonialism and racism’ are still very much present in Cuba.69
6.6 Summary
By collating the position of Santería in Cuba’s recent history with its influence in
Brouwer’s solo guitar works, it is clear that the latter has reflected the trajectory of former.
This displays a likelihood that Brouwer, regardless of his claim to being independent of
the government, has clearly been much influenced by its stance on African religious
practice. Several factors have led to Brouwer adopting a more overt expression of
Santería in recent years, however its importance in his compositional language is still
underplayed. Some work has been achieved to recognise traditional African culture in
Cuba, which arguably underpins this overtness. However, as discussed in the latter part
of this chapter, there is still much ground to cover in this regard, with a heavily curated
and restricted dialectic between the public and these cultures. The current minimisation
of Santería influence in Brouwer’s works (as represented in the research body and notably
the composer’s own essays and interviews) reflects this reality.
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CONCLUSION
The approach taken in this thesis has illuminated a number of issues. Exploring
these through Brouwer’s solo guitar works has required a method which is nuanced,
expansive and innovative. The breadth of this approach goes beyond previous research
on Leo Brouwer. It is worth recalling the two primary research questions stated at the
beginning of this project. To what extent does Santeríá influence Brouwer’s solo guitar
works? Additionally, if the influence is significant, why has this not been thoroughly
investigated? While these two questions are relatively straight-forward, answering them
necessitates an excavation into complex historical, political and social matters. The first
question reflects recognition of Santería influence. This can be sought in the music’s
rhythmic content, metric landscape, structure, melodic shape or indeed, the themes which
shape the development of these solo guitar works in Brouwer’s output. Furthermore, this
thesis has investigated the extent of this influence throughout Brouwer’s compositional
career to 1993. Until now, this recognition was lacking from the body of research on his
music and indeed, the cultural landscape within which his music has been composed.
Santería is a product of Cuba’s slave trade and thus, evaluating its influence must
draw from the experiences of African slaves on the island. Indeed, having been often at
the centre of conflict, its serves well as a focal point to evaluate Cuba’s cultural identity
at any given time; such as, racial discrimination during of the eighteenth and nineteenth
centuries, Fernando Ortiz’s influential theories posited during the early twentieth century
and the Communist revolution in 1959. These can be seen as the foundation for what can
be described as Cuban exclusivity in terms of cultural evaluation. Ortiz’s theory of
transculturation created an evaluative barrier, fostering a distorted, hybridised view of
Cuba’s culture. A situation emerged whereby the celebration of cultural fusion limited
the focus given to individual contributing cultures, particularly African cultural input.
This has been definitively adopted by the Communist government and fostered a type of
ingrained racial bias when considering cultural outputs. Since 1959, Santería has not only
experienced the removal of so-called negative culture alongside the appropriation and
non-recognition of musical material, but often, censorship through government policy
and the media. By evaluating Brouwer’s regular commentary on his own musical
language, a certain degree of alignment between composer and government can be
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observed. Crucially, this appears to have influenced the scholarly evaluation of Brouwer’s
music.
A multi-pronged analytical method, which combines quantitative and qualitative
analyses with a wide-ranging evaluation of Cuba’s cultural legacy, allows for new
insights into the many issued raised above. Outside of score-based analysis, the
exploration of commonalities between Brouwer and Santería has provided much-needed
contextualisation. The two appear to be intimately connected by their expression of
themes such as: heightened intensity or frenzy; transformation; and the concept of roots,
folklore and heritage. This task also uncovered, within Brouwer’s evaluation of his
compositions, a scarcity of recognition of musical devices closely associated with
Santería.
The analytical undertaking in this thesis is expansive: it reveals Santería influence
within three defined musical strands and carries out this task across all solo guitar work
written over an almost forty-year period. The breath of information gained from the
analytical process helps to address a number of issues. Firstly, it represents what is
missing from the research body on Brouwer, that is, a thorough and objective recognition
of the influence of Santería in Brouwer’s works. Additionally, analysis has helped to
place Santería at the heart of transitions between Brouwer’s three compositional periods.
Scholars often associate Brouwer’s early period with more folkloric influences, including
African music. Yet, this association has not been observed for the middle and late periods.
Previous scholarship has focused on Brouwer’s use of new compositional techniques
during the former (such as aleatory, pitch sets and indeterminacy) and what Brouwer’s
describes as ‘hyper-romanticism’ for the latter.1 However, this thesis has revealed an
increased usage of Santería influence during the middle period and yet again, in the late
period. Perhaps there was a perception that as Brouwer’s solo guitar works grew in scale
and complexity, that elements of African influence were less likely. If so, this could be
due to a lack of awareness or recognition of the specific structure of Santería. While at
first this music can appear frenzied and sporadic, a deeper investigation reveals highly
structured and measured musical gestures.
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This analytical approach has also garnered a rich array of time-specific
information on Santería influence in Brouwer’s works. When this is collated with the
trajectory of the religion through Cuba’s political history, these finding can reflect wider
cultural issues in Cuba. Thus, a lack of recognition of Santería influence in Brouwer’s
music can be linked to a broader trend in Cuba, where the significant impact of African
culture has been minimised. Arguably, this stems from Ortiz’s theories around
transculturation but has been resurrected by the communist government within concepts
of ‘sameness’ or ‘racelessness’.2 While this appears to address problems of racial bias, it
actually hinders a full evaluation of cultural outputs. Interestingly, time-specific
information on Santería influence in Brouwer’s solo guitar works offers a remarkable
source of context. It has been shown that Santería’s representation in the works often
subtly mirrors the political environment of the time, outlining a history of parallel ebbs
and flows. It is understandable that Brouwer, a highly regarded figure who is deeply
imbedded in Cuban public life, would mirror his socio-political context and indeed, be
encouraged to do so. It is widely known that government have favoured conservatorytrained artists to incorporate religious folklore into their works over the direct promotion
of these cultures.3 Additionally, as Brouwer is not an initiate of any traditional African
religion, it may be expected that his perceptions would match that of the wider Cuban
public. Therefore, a central focus of this study has been to evaluate how far the policies
of the communist government exerted influence on Brouwer’s compositional language.
By parsing trends and innovations from analytical findings, this thesis has
addressed the issue of over-simplification of African influence. While previous research
has made little connection in this regard, this thesis reveals how Santería influence
permeates the music’s fabric. This analysis detailed a deepening innovation of each
parameter and indeed, increased synergy between parameters over time. Iconic rhythmic
and melodic calls are used to signify macro structure. Between these broad divisions, time
lines form a metric framework which supports melodic and rhythmic development.
Additionally, these time lines are fused through metric modulation. Pentatonic nonmoveable tetrachords thematically bind pieces and link movements. The momentum of
pieces is reflective of Santería ceremonies, which link frenetic periods with evocatively
slow and ambient material. Additionally, musical content uses non-scalar and non-triadic
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movement, pentatonic modes which infiltrate modulatory procedures dominate entire
sections of pieces and other parameters — such as unorthodox harmonisation, silent
downbeat, polyrhythm, polymeter and three-part batá texture — form a Santería
influenced grounding within the music. All of the above parameters produce a combined
effect in Brouwer’s compositional language, merging together over time to create a
Santería-infused style.
In evaluating Brouwer’s solo guitar works, many pertinent issues have been raised
which have not been addressed in contemporary Brouwer scholarship. Using this project
as a framework, there is a further potential to expand this approach to Brouwer’s other
works. This could reveal interesting comparisons and it could be determined if the solo
guitar works dominate Brouwer’s expression of Santería or are they part of the greater
trend in his output. This thesis has contributed significantly to the existing body of
research on Brouwer. Overall, this contribution has the effect of rebalancing how
Brouwer’s music is evaluated, both by elevating the role of Santería influence and by
critically examining the cultural environment within which this music was composed.

232

BIBLIOGRAPHY
Agawu, Kofi.: African Rhythm, A Northern Ewe Perspective (Cambridge: Cambridge
Univeristy Press, 1995).
Agawu, Kofi: ‘Variation Procedures in Northern Ewe Song’, Ethnomusicology, 34/2 (1990),
221–243.
Agawu, Kofi: ‘The Invention of ‘African Rhythm’’, Journal of the American Musicological
Society, 48/3 (1995), 380–95.
Agawu, Kofi: ‘“Gi Dunu,” “Nyekpadudo,” and the Study of West African Rhythm’,
Ethnomusicology, 30/1 (1986), 64–83.
Agawu, Kofi.: The African Imagination in Music (New York: Oxford University Press, 2016).
Agawu, Kofi: Representing African Music: Postcolonial Notes, Queries, Positions (New
York: Routledge, 2003), 66.
Agawu, V. K. ‘Structural Analysis or Cultural Analysis? Competing Perspectives on the
‘Standard Pattern’ of West African Rhythm’, Journal of the American Musicological
Society, 59/1 (2006), 1–46.
Agawu, K.: ‘Music in the Funeral Traditions of the Akpafu, Ethnomusicology, 32/1 (1988),
75–105.
Altmann, Thomas: Cantos Lucumí: A los Orichas (New York: Descarga, 1998).
Alves, F. D.: ‘Études by Sor and Brouwer: A Comparative Study of their Technical Demands’
(Ph.D diss., The Federal University of Rio Grande do Sul, 2005).
Amanda, V.: The Yoruba God of Drumming; Transatlantic Perspectives on the Wood That
Talks (Jackson: University Press of Mississippi, 2015)
Amira, J., Cornelius, S.: The Music of Santería: Traditional Rhythms of the Batá Drums
(Nevada: White Cliffs Media Company, 1999).
Anku, W.: ‘Principles of Rhythm Integration in African Drumming’, Black Music Research
Journal, 17/2 (1997), 211–38.
Anku, W.: ‘Circles and Time: A Theory of Structural Organization of Rhythm in African
Music’, Music Theory Online, 6/1 (2000)
Arom, S., Boyd, R., Thom, M., & Tuckett, B.: African Polyphony and Polyrhythm: Musical
Structure and Methodology (Cambridge: Cambridge University Press, 2004).
Asche, Charles Byron: ‘Cuban Folklore Traditions and Twentieth Century Idioms in the Piano
Music of Amadeo Roldán and Alejandro García Caturla’ (DMA diss., University of
Texas, 1983).
Aubert, L.: The Music of the Other: New Challenges for Ethnomusicology in a Global Age
(Aldershot: Ashgate, 2007).

233

Ayorinde, C. R. Afro-Cuban Religiosity, Revolution and National Identity (Gainesville:
University Press of Florida, 2004).
Baker, G.: ‘La Habana Que No Conoces’: Cuban Rap and the Social Construction of Urban
Space. Ethnomusicology Forum, 15/2 (2006), 215–46.
Barcons Palau, J.: Leo Brouwer: Masterclass in Barcelona, Revista musical catalana, 26/296
(2009), 35–7.
Batiuk, E. ‘Leo Brouwer and the Creation of the Havana Avant-garde (1962–1970)’,
Proceedings of Society for Ethnomusicology Conference, November 2009.
Bazinet, R. J.: ‘The Sonic Structure of Shango Feasts’, Ethnomusicology Review, 20 (2015),
1–19.
Benitez-Rojo, A: The Role of Music in the Emergence of Afro-Cuban Culture. Research in
African Literatures, 29/1 (2009), 179–84.
Berry, J. W.: ‘Conceptual Approaches to Acculturation’, Acculturation: Advances in Theory,
Measurement, and Applied Research, eds. K. M. Chun, P. B. Organista, & G. Marín
(Washington: American Psychological Association, 2003), 17–37.
Berry. J.W: ‘Globalization and acculturation’, International Journal of Intercultural Relation,
32/4 (2008), 328–36.
Berry, J. W.: ‘Acculturation: Living Successfully in Two Cultures’, International Journal of
Intercultural Relations, 29/6 (2005), 697–712.
Betancourt, R.: ‘A Close Encounter with Léo Brouwer, Guitar review, 112 (1998), 1–5.
Biamonte, N.: ‘Formal Functions of Metric Dissonance in Rock Music’, A Journal of The
Society for Music Theory, 20/2 (2014), 1–23.
Blacking, J.: Music, Culture, and Experience: Selected Papers of John Blacking, ed. R. Byron
(Chicago: University of Chicago Press, 1995).
Bodenhöfer, A.: ‘Sketch of a phenomenological analysis’, Die Schulwarte: Monatsschrift für
Unterricht und Erziehung, 22/11 (1969), 804–12.
Bolívar Aróstegui, N.: Los Orishas en Cuba (La Habana: Ediciones Union, 1990).
Boshoff, M. C.: ‘Idiomatiek in Geselekteerde Solo Kitaarwerke van Leo Brouwer’ [‘Idiom in
the Selected Works of Leo Brouwer’] (MMus diss., University of Pretoria, 2010).
Brouwer, L.: Gajes del Oficio [Perquisites of the Job], eds. Isabel Hernández, N. Flores
Carmona, intro. Isabel Hernandez (La Habana: Letras Cubanas, 2004).
Brouwer, L.: ‘Brouwer por Brouwer: Mi Música, Collected Work: La Guitarra en la
Historia, 4 (1993), 1–83.
Brouwer, L.: ‘Música, Folclor, Contemporaneidad y Postmodernismo’ [‘Music, Folklore,
Contemporaneity, and Postmodernism’], trans. P. Eades, Clave, 13 (1989), 53–5.

234

Brouwer, L.: La Música, lo Cubano y la Innovación [Music, Cubanness, and Innovation] (La
Habana: Letras Cubanas, 1982).
Brouwer, L.: ‘L’improvisation Aléatoire [Aleatory Improvisation], trans. L. Boisvert, Les
Cahiers du CIREM, 18–19 (1990), 117–22.
Brown, D. H.: Santeria Enthroned: Art, Ritual, and Innovation in an Afro-Cuban Religion
(Chicago: University of Chicago Press, 2003).
Browning, B.: Samba: Resistance in Motion (Indiana: Indiana University Press, 1995).
Bustamonte, José Angel: ‘Influencia de Algunos Factores Culturales en Nuestros Cuadros
Psiquiátricos’ [‘Influence of Some Cultural Factors in Our Psychiatric Charts’],
Etnología folklore, no. 7 (1969), 75–84.
Camacho, L. D. ‘Interactions, Cross-relations, and Superimpositions: The Musical Language
of Leo Brouwer, and ‘Sobre Heroes y Rumbas’’ (Ph.D diss., University of Pittsburgh,
1998).
Cançado, T. M. L.: ‘An Investigation of West African and Haitian Rhythms on the
Development of Syncopation in Cuban Habanera, Brazilian Tango/choro and American
Ragtime (1791–1900)’ (Ph.D diss., Shenandoah University, 1999).
Carpentier, A., & Cohen, E. S.: ‘Music in Cuba (1523-1900)’, The Musical Quarterly, 33/3
(1947), 365–80.
Carvalho, M. P. de: ‘A Escrita Modular no Repertório do Violão: Proposta Interpretativa para
obra Tarantos, de Leo Brouwer’ [‘Modular writing in the Guitar Repertoire: An
Interpretative Approach to Tarantos by Leo Brouwer’] (MMus. diss., University of Sao
Paulo, 2005).
Casamayor-Cisneros, O.: ‘Confrontation and Occurrence: Ethical–Esthetic Expressions of
Blackness in Post-Soviet Cuba’, Latin American and Caribbean Ethnic Studies, 4/2
(2009), 103–35.
Century, P. R.: ‘Idiom and Intellect: Stylistic Synthesis in the Solo Guitar Music of Leo
Brouwer (Cuba)’ (MA diss., University of California, 1985).
Century, P. R.: ‘Leo Brouwer: A Portrait of the Artist in Socialist Cuba’, Latin American
Music Review, 8/2 (1987), 151–71.
Century, P. R.: ‘Principles of Pitch Organization in Leo Brouwer’s Atonal Music for Guitar’
(Ph.D diss., University of California, 1991).
Century, P. R.: ‘Pitch Organization in Leo Brouwer’s Atonal Guitar Music, Guitar review, 129
(2004), 1–4.
Chernoff, J. M.: ‘The Rhythmic Medium in African Music’, New Literary History, 22/4
(1991), 1093–102.
Chizarīs, K.: Leo Brouwer and the Music of Cuba (Athens: Ekdoseis Sygchronī Mousikī,
2004).
Cooper, C.: ‘Binary rhythm: Léo Brouwer in Rome’, Classical Guitar, 15/4 (1996), 11–4.
235

Cooper, C.: ‘Another Way of Seeing Daily Culture’, Classical guitar, 21/11 (2003) 14–8.
Corredera, G.: ‘Leo Brouwer, Compositor y Guitarrista [‘Leo Brouwer, Composer and
Guitarist’], Clave, 3 (1986), 1– 22.
Courlander, H.: ‘Musical Instruments of Cuba, The Musical Quarterly, 28/2 1942), 227–40.
Crago, B.: ‘Some Rhythmic Theories Compared and Applied in an Analysis of ‘El Decameron
Negro’ by Leo Brouwer’ (MA diss., McGill University, 1991).
Cronbach, L.: ‘Structural Polytonality in Contemporary Afro-American Music’, Black Music
Research Journal, 2 (2008), 15–33.
Crook, L.: A Musical Analysis of the Cuban Rumba, Latin American Music Review, 3/1
(1982), 92–123.
Crowe, J.: ‘Leo Brouwer at 80: The Maestro Reflects on his Career as a Composer, Arranger,
and Conductor’, Classical Guitar, Summer (2018), 1–11.
Curtin, P. D.: The Atlantic Slave Trade; A Census (Madison: University of Wisconsin Press,
1969).
Dausend, G. M.: ‘Die Struktur ist ein Grundlegendes Element meiner Arbeit: Interview mit
Leo Brouwer’ [‘Structure is a Fundamental Element of my Work: ‘Interview with Leo
Brouwer’], Gitarre & Laute, 12/2 (1990), 9–14.
Davidson, B.: The African Slave Trade (Boston: Little, Brown, 1980).
Davies, C.: ‘Fernando Ortiz’s Transculturation: The Postcolonial Intellectual and the Politics
of Cultural Representation’, Postcolonial Perspectives on the Cultures of Latin America
and Lusophone Africa, ed. Robin W. Fiddian (Liverpool: Liverpool University Press,
2000), 141–66.
De Jong, N.: ‘Forgotten Histories and (Mis)remembered Cultures: The Comback Party of
Curaçao, British Journal of Ethnomusicology, 12/2 (2003), 35–50.
De la Vega, A.: ‘Lecuona, A Century Later’, Latin American Music Review, 19/1 (1998), 106–
8.
Delgado, K. M.: ‘Iyesá: Afro-Cuban Music and Culture in Contemporary Cuba’ (Ph.D diss.,
University of California, 2001).
Demuro, E.: ‘Acculturation or Transculturation? The Invisibility of Afro-Argentines in the
‘White’ Nation’, Journal of Intercultural Studies, 38/5 (2017), 545–59.
Diez Ferrer, C. ‘Diálogo entre Cuerdas [Dialogue among Strings], Clave, 3 (1986), 29–31.
Docenko, V. R.: ‘Muzyka Leo Brauėra: Tradicii i Novatorstvo’ [‘Music of Leo Brouwer:
Traditions and Innovation’, América Latina, 11 (1989), 92–6.
Docenko, V. R.: ‘Magical Realism and the Music of Latin America’, Muzykovedenie, 2
(2014), 11–6.

236

Docenko, V. R.: ‘From Nationalism to Universalism: The Works of the Latin American
Composers of the Second Half of the 20th century’, Muzykal’naâ akademiâ, 4 (2008),
140–54.
Domínguez, E. M.: Race in Cuba: Essays on the Revolution and Racial Inequality, ed. A. H.
Nimtz (EBSCO ebook academic collection: Monthly Review Press, 2013).
Dubins, J.: ‘A Conversation with Havana String Quartet Cellist Deborah Yamak on Leo
Brouwer and ZOHO Music’ Fanfare, 35/1 (2011), 191–3.
Erin, R.: ‘Cuban Elements in the Music of Aurelio de la Vega’. Latin American Music Review,
5/1 (1984), 1–32.
Erll, A.: ‘Travelling Memory’, Parallax, 17/4 (2011), 4–18.
Euba, A.: ‘Multiple Pitch Lines in Yoruba Choral Music’, Journal of the International Folk
Music Council, 19 (1967), 66–71.
Euba, A.: Yoruba Drumming: The Dùndún Tradition (Germany: Bayreuth African studies,
1991).
Falola, T.: ‘Atlantic Yoruba and the Expanding Frontiers of Yoruba Culture and Politics’
(Conference Paper, University of Ibidan, 2012), accessed 15 August 2017,
http://www.obafemio.com/uploads/5/1/4/2/5142021/folarin-atlanticyoruba.pdf.
Falola, T., & Childs, M. D.: The Yoruba Diaspora in the Atlantic World (Indiana: Indiana
University Press, 2005).
Fasan, R. O.: Voice and the New Media in the Classification of Yoruba Neo-traditional Music,
Muziki: Journal of Music Research in Africa, 8/1 (2011), 59–69.
Fernández, E.: ‘Cosmology in Sounds: On Léo Brouwer’s La Espiral Eterna’, Guitar review,
112, (1998), 6–12.
Fernández, E.: ‘Sulla Parábola di Leo Brouwer’ [‘On Parábola by Leo Brouwer’], Il Fronimo,
42/165 (2014), 7–18.
Fernández, E.: ‘Cosmologia in Suoni: A Proposito de La Espiral Eterna di Leo Brouwer’
[‘Cosmology in Sounds: On Leo Brouwer’s La Espiral Eterna’], Il Fronimo, 33/129
(2005), 16–23.
Fiallo Salazarte, J.: ‘Guitarra Joven en Camagüey’ [‘Young Guitar in Camagüey’], Clave, 14
(1989), 16–7.
Fiddian-Qasmiyeh, E.: ‘Embracing Transculturalism and Footnoting Islam in Accounts of
Arab Migration to Cuba’, Interventions, 18/1 (2016), 19–42.
Flood, E.: ‘The Influence of Colonial and African Music in Leo Brouwer’s Sonata for guitar’
(Ph.D diss., TU Dublin, 2009).
Floyd Jr, S. A.: ‘Black Music in the Circum-Caribbean, American Music, 17/1 (1999), 1–38.
Focsaneanu, B. V.: ‘An Analysis of Phrase Structures in the First Movement of Leo Brouwer’s
‘Elogio de la Danza’ (1964) (MA diss., University of Ottawa, 2012).
237

Freire, S., Nézio, L., & Dos Reis, A.: ‘Analysis of the Simultaneity, Voice/Layer Balance and
Rhythmic Phrasing in Works for Guitar by Rodrigo, Brouwer and Villa-Lobos’,
Collected Work: Music Technology Meets Philosophy: From Digital Echoes to Virtual
Ethos, Proceedings of the International Computer Music Association (San Francisco,
International Computer Music Association, 2014).
Gilardino, A.: ‘La Musica per Chitarra nel Secolo XX’ [‘Guitar music in the 20th century’], Il
Fronimo, 12/46 (1984), 28–33.
Gorio, F.: The Opinions of Leo Brouwer, Il Fronimo, 10/40 (1982), 33–5.
Gramatges, H.: Presencia de la Revolución en la Música Cubana [The Presence of the
Revolution in the Music of Cuba] (La Habana: Letras Cubanas, 1983).
Gramatges, H.: Presencia de la Revolución en la Música Cubana [The Presence of the
Revolution in the Music of Cuba], Collab. R. Giro, 2nd edn. (La Habana: Letras
Cubanas, 1997).
Gremels, A.: ‘Translating Cuba: Diasporic Writing Between Moving Cultures and Moving
Media, Journal of Aesthetics & Culture, 7 (2015), 1–9.
Grenet, E.: Popular Cuban Music: 80 Revised and Corrected Compositions Together with an
Essay on the Evolution of Music in Cuba (Havana: Carasa & Co., 1939).
Guanche, Jesús: Procesos Etnocultures de Cuba (Havana: Letras Cubanas, 1983).
Guerra, A. C., & Skoog, D.: Batá Drumming, The Instruments, the Rhythms and the People
Who Play Them, The Oru Seco (USA: The Contemporary Music Project, 2012).
Hagedorn, K. J.: ‘Long Day’s Journey to Rincón: From Suffering to Resistance in the
Procession of San Lázaro/Babalú Ayé’, British Journal of Ethnomusicology, 11/1
(2002), 43–69.
Hagedorn, K. J.: Divine Utterances (Washington and London: Smithsonian, 2001).
Hasty, C. F.: Meter as Rhythm (New York & Oxford: Oxford University Press, 1997).
Helg, A.: Our rightful share: The Afro-Cuban Struggle for Equality, 1886–1912 (Chapel Hill:
University of North Carolina Press, 1995).
Hernandez, Isabel: Leo Brouwer (Havana: Editora Musical de Cuba, 2000).
Herskovits, M. J.: Acculturation: The Study of Culture Contact (New York: J.J. Augustin,
1938).
Hill, D.: ‘West African and Haitian Influence on the Ritual and Popular Music of Carriacou,
Trinidad, and Cuba’, Black Music Research Journal, 18/1/2 (1998), 183–201.
Hood, Mantle: The Ethnomusicologist (Ohio: Kent State University Press, 1982).
Humboldt, Alexander Von: Essai politique sur l'île de Cuba (Paris: J. Renouard, 1827).
Huston, John Bryan: ‘The Afro-Cuban and the Avant-garde: Unification of Style and Gesture
in the Guitar Music of Leo Brouwer’ (Ph.D diss., The University of Iowa, 2006).
238

Jackson, I. V.: More than Drumming: Essays on African and Afro-Latin American Music and
Musicians (Westport: Greenwood, 1985).
Jacobs, G.: Cuba’s Bola de Nieve: A Creative Looking Glass for Culture and the Artistic Self,
Latin American Music Review, 9/1 (1988), 18–49.
Jankowsky, R: ‘Music, Spirit Possession and the In-Between: Ethnomusicological Inquiry and
the Challenge of Trance’, Ethnomusicology Forum, 16/2 (2007), 185–208.
Jones, A. M.: Studies in African Music (London & New York: Oxford University Press, 1959).
Kauffman, R.: ‘African Rhythm: A Reassessment’, Ethnomusicology, 24/3 (1980), 393–415.
Kim, Y. Y.: ‘Beyond Cultural Categories: Communication, Adaptation and Transformation’,
The Routledge Handbook of Language and Intercultural Communication, ed. J. Jackson
(London: Routledge, 2012), 229–43.
Kim, Y. Y.: ‘A Communication Approach to the Acculturation Process: A Study of Korean
Immigrants in Chicago, International Journal of Intercultural Relations, 2/2 (1978),
197–224.
Kim, Y. Y. ‘Finding a “Home” Beyond Culture: The Emergence of Intercultural Personhood
in the Globalizing World, International Journal of Intercultural Relations, 46 (2015),
3–12.
Kirk, J. M.: Between God and the Party: Religion and Politics in Revolutionary Cuba (Tampa:
University of South Florida Press, 1989).
Klein, H. S.: The Atlantic Slave Trade, 2nd Edition (California: Stanford University Press,
2000).
Klein, H. S., & Vinson, B.: African Slavery in Latin America and the Caribbean, 2nd Edition
(New York; Oxford: Oxford University Press, 2007).
Koetting, James.: ‘Analysis and Notation of West African Drum Ensemble Music’, Selected
Reports in Ethnomusicology, 1/3 (1970), 115–46.
Koetting, J., & Knight, R.: ‘What do we know about African Rhythm?’, Ethnomusicology,
30/1 (1986), 58–63.
Koritou, S.: Leo Brouwer: A Youth in Music (Athīna: Papagrīgoriou-Nakas, 1988).
Kronenberg, C.: ‘Cuban Artist, Leo Brouwer, and his Solo Guitar Works: Pieza sin Titulo to
Elogio de la Danza: A Contextual-analytical Study’ (MMus diss., University of Cape
Town, 2000).
Kronenberg, C.: ‘The Pedagogical Value of Léo Brouwer’s Études Simples: A Perspective on
Preserving an Exquisite, yet Neglected Custom’, International Journal of Music
Education, 31/2, (2013), 130–47.
Kronenberg, C.: ‘Meeting Cuban guitar composer, Leo Brouwer’, Guitar Review, 129 (2004),
5–8.
Kronenberg, C.: ‘Culture, Nation and Social Cohesion: A scrutiny of Revolutionary Cuba’,
Critical Arts: A South-North Journal of Cultural & Media Studies, 22/1 (2008), 49–68.
239

Kronenberg, C.: ‘Leo Brouwer’s Elogio de la Danza (1964): Imprints of Dance, Stravinsky,
and the Unison of Contraries’, The Musicology Review, 7 (2011), 45–65.
Kronenberg, C.: ‘Manifestations of Humanism in Cuban History, Politics and Culture’ (Ph.D
diss., University of Cape Town, 2006).
Kronenberg, C.: Culture, Nation and Social Cohesion: A Scrutiny of Revolutionary Cuba,
Critical Arts: A South-North Journal of Cultural & Media Studies, 22/1 (2008), 49–68.
Kronenberg, C.: ‘Guitar Composer Leo Brouwer: The Concept of a ‘Universal Language’’,
Tempo, 62/245 (2008), 30–46.
Kutzinski, V. M.: ‘Translations of Cuba: Fernando Ortiz, Alexander von Humboldt, and the
Curious Case of John Sidney Thrasher’, Atlantic Studies, 6/3 (2009), 303–326.
Lerdahl, F., & Jackendoff, R.: A Generative Theory of Tonal Music (Cambridge, Mass: MIT
Press, 1983).
Lerma, D. De, Mckenzie, D., & Vlaun, L.: ‘Concordance of Scores and Recordings of Music
by Black Composers’, Black Music Research Journal, 4/1984 (2007), 60–140.
Lezcano, J. M.: ‘Afro-Cuban Rhythmic and Metric Elements in the Published Choral and Solo
Vocal Works of Alejandro Garcia Caturla and Amadeo Roldan’ (Ph.D diss., Florida
State University, 1991).
Lidov, D.: On Musical Phrase (Montréal: Groupe de Recherches en Sémiologie
Musicale, 1975).
Linjama, J.: ‘Brouwer, Sibelius, Wegelius and Cultural Identity’, Finnish music quarterly, 3
(1994), 25–8.
Locke, D.: ‘Principles of Offbeat Timing and Cross-Rhythm in Southern Eve Dance
Drumming’, Ethnomusicology, 26/2 (1982), 217–46.
London, J.: Hearing in Time: Psychological Aspects of Musical Meter (USA: Oxford
University Press, 2012).
Madrid, A. L.: ‘El Continuo Proceso de Intercambio Cultural: Leo Brouwer y La Espiral
Eterna (1971)’ [‘The Continuous Process of Cultural Exchange: Leo Brouwer and La
Espiral Eterna (1971)’], Pauta, 16/66 (1998), 67–77.
Mahon, B.: ‘Tempo Markings in Leo Brouwer’s Estudios Sencillos’, Soundboard, XXIX/2
(2002), 29–32.
Majied, K. F.: ‘Racism and Homophobia in Cuba: A Historical and Contemporary Overview’,
Journal of Human Behavior in the Social Environment, 25/1 (2015), 26–34.
Manabe, N.: ‘Reinterpretations of the Son: Versions of Guillén’s Motivos de Son by Grenet,
García Caturla, and Roldán’, Latin American Music Review, 30/2 (2009), 115–58.
Manuel, P.: ‘From Contradanza to Son: New perspectives on the Prehistory of Cuban Popular
Music’, Latin American music review, 30/2 (2009), 184–212.
Manuel, P.: ‘Ideology and Popular Music in Socialist Cuba’, Pacific Review of
Ethnomusicology, 7 (1995), 1–27.
240

Manuel, P.: ‘The Anticipated Bass in Cuban Popular Music’, Latin American Music Review,
6/2 (1985), 249–61.
Manuel, P.: ‘Puerto Rican Music and Cultural Identity: Creative Appropriation of Cuban
Sources from Danza to Salsa’, Ethnomusicology, 38/2 (1994), 249–80.
Manuel, P.: ‘Marxism, Nationalism and Popular Music in Revolutionary Cuba’, Popular
Music, 6/2 (1987), 161–78.
Manuel, P., & Fiol, O.: ‘Mode, Melody, and Harmony in Traditional Afro-Cuban Music: From
Africa to Cuba’, Black Music Research Journal, 27/1 (2007), 45–75.
Marsh, N.: The Decline of Speech Surrogacy in Cuban Bata Drumming (MMus diss.,
University of Aukland, 2013).
Matthews, D.: ‘Henze’s ‘El Cimarrón’’, Tempo, New Series, 94 (1970), 24–26.
McGuinness, S. E.: ‘Grupo Lokito: A Practice-based Investigation into Contemporary Links
between Congolese and Cuban Popular Music’ (Ph.D diss., University of London
2011).
McKenna, C.: ‘An Interview with Leo Brouwer’, Guitar Review, 75 (1988), 1–5.
Mead, R. H.: ‘Latin American Accents in " New Music "’, Latin American Music Review, 3/2
(1982), 207–28.
Mena, L.: ‘The Spaces and Faces of Music and Dance in Early Modern Havana’, Music,
Writing and Cultural Unity in the Caribbean, ed. Timothy J. Reiss (Trenton N. J.:
Africa World Press, 2005), 129–48.
Miller, P. B.: ‘Reading Caribbean Music: Reflections on the Music of Leo Brouwer’, Music,
Writing and Cultural Unity in the Caribbean, ed. Timothy J. Reiss (Trenton N. J.:
Africa World Press, 2005), 59–73.
Molina, S.: ‘Construção da Mentira em Paisaje Cubano con Lluvia de Leo Brouwer: Uma
Análise Semiótica’ [‘Construction of Lies in Leo Brouwer's Cuban Paisaje con Lluvia:
A Semiotic Analysis’], Galáxia, 6 (2007), 121–144.
Monson, I. T.: ‘Riffs, Repetition, and Theories of Globalization’, Ethnomusicology, 43/1
(1999), 31–65.
Moore, C.: Were Marx and Engels White Racists?: The Prolet-aryan Outlook of Marxism
(Chicago: Institute of Positive Education, 1972).
Moore, C.: ‘Cuban Communism, Ethnicity and Perestroika: The Unmaking of the Castro
Regime’, Caribbean Quarterly, 42/1 (1996), 14–29.
Moore, C.: Castro, the Blacks, and Africa (Los Angeles: University of California, 1988).
Moore, C: Pichón: Race and Revolution in Castro’s Cuba (Chicago: Lawrence Hill Books,
2008).
Moore, R.: ‘The Commercial Rumba: Afrocuban Arts as International Popular Culture’, Latin
American Music Review, 16/2 (1995), 165–98.
241

Moore, R.: ‘Representations of Afrocuban Expressive Culture in the Writings of Fernando
Ortiz’, Latin American Music Review, 15/1 (1994), 32–54.
Moore, R.: Nationalizing Blackness: Afrocubanismo and Artistic Revolution in Havana, 1920–
1940 (Pittsburgh: University of Pittsburgh Press, 1997).
Moore, R. ‘Revolution and Religion: Yoruba Sacred Music in Socialist Cuba’, The Yoruba
Diaspora in the Atlantic World, eds. T. Falola T. & M. D. Childs (Indiana: Indiana
University Press, 2004), 260–90.
Moore, R.: ‘¿Revolución con Pachanga? Dance Music in Socialist Cuba’, Canadian Journal of
Latin American and Caribbean Studies, 3663/October (2001), 151–77.
Moore, R.: Music and Revolution: Cultural Change in Socialist Cuba (California: University
of California Press, 2006).
Morais, C. de P., & Scarduelli, F.: ‘Aplicação Pedagógica dos Estudos para Violão de Leo
Brouwer em sua Obra de Concerto’ [‘Pedagogical Application of Studies for Guitar by
Leo Brouwer in his Concert Pieces’], Vortex Music Journal, 2/1 (2014), 74–87.
Morrison, Kenneth James: ‘A Polymetric Interpretation of the Swing Impulse: Rhythmic
Stratification in Jazz’ (Ph.D. diss., University of Washington, 1999).
Murphy, J. M.: ‘Chango ’ta Veni’/Chango has Come: Spiritual Embodiment in the AfroCuban Ceremony, Bembé’, Black Music Research Journal, 32/1 (2012), 69–94.
Murphy, J. M.: Working the Spirit: Ceremonies of the African Diaspora (Boston: Beacon
Press, 1994).
Murphy, J. M., & Sanford, M. M.: Osun Across the Waters: A Yoruba Goddess in Africa and
the Americas (Bloomington: Indiana University Press, 2001).
Navotny, E.: ‘The 3:2 Relationship as the Foundation of African Musics’ (D.M.A. diss.,
University of Illinois, 1998).
Nketia, J. H. K.: ‘The Hocket-Technique in African Music, Journal of the International Folk
Music Council, 14 (1962), 44–52.
Nketia, J. H. K.: The Music of Africa (New York: W.W. Norton & Company, 1974).
Nzewi, M.: African Music : Theoretical Content and Creative Continuum: The Cultureexponent’s Definitions (Olderhausen: Institut für Didaktik Populärer Musik, 1997).
Obejas, Achy: ‘Race in Cuba: The Root Interviews Carlos Moore’ (posted July 29, 2010),
accessed 7th April 2019, https://www.theroot.com/race-in-cuba-the-root-interviewscarlos-moore-1790880413.
Olatunji, M. O.: Re-examination of Phillips’ Theories of Yoruba Rhythm and Tones, African
musicology online, 3 (2009), 31–8.
Omojola, B.: ‘Power, Song and Performance in a Yoruba Festival’, Ethnomusicology Forum,
20/1 (2011), 79–106.
Ortiz, F.: Cuban Counterpoint, Tobacco and Sugar (originally published in 1940) (Durham
and London: Duke University Press, 1995).
242

Ortiz, F.: La Africania de la Musica Folkldrica de Cuba (Universidad Central de las Villas: La
Habana, 1950).
Ortiz, Fernando: ‘Los Factores Humanos de la Cubanidad’ (originally published 1939), Orbita
de Fernando Ortiz: Selección y prólogo de Julio Le Riverend, (1973), 149–157.
Ortiz, F: Hampa Afro-Cubana: Los Negros Esclavos (La Habana: Editorial Revista Bimestre
Cubana, 1916).
Ortiz, F: Hampa Afro-Cubana: Los Negros Brujos (originally published in 1906) (Miami:
Editions Universal, 1973).
Osborn, B.: ‘Kid Algebra: And Maximally Even Rhythms’, Perspectives of New Music, 52/1
(2014), 81–105.
Pantoja, Daniel Fernando Castro: ‘Aguacero: A Semiotic Analysis of Paisaje Cubano con
Lluvia by Leo Brouwer’, Transcultural Music Review, 18 (2014), 1–18.
Parisi, M.: ‘Il Gioco Delle Forme: La Espiral Eterna per Chitarra di Leo Brouwer’ [‘The Game
of Form: Espiral Eterna for Guitar by Leo Brouwer’], Musica Theorica: Spectrum, 15
(2006), 4–12.
Parker, Don Nigel: ‘An analysis of Borrowed and Retained West African, Cuban, and Haitian
Rhythms in Selected Percussion Ensemble Literature’ (Ph.D diss.,University of Texas
at Austin, 1996).
Pasmanick, P.: ‘Décima’ and ‘Rumba’: Iberian Formalism in the Heart of Afro-Cuban Song,
Latin American Music Review, 18/2 (1997), 252–77.
Peña, J. M.: ‘A Survey of the Life and Works of Manuel Ponce, Federico Torroba, Leo
Brouwer, and J. S. Bach’ (D.M.A. diss., The University of Texas at San Antonio, Ann
Arbor).
Peña, S.: ‘"Obvious Gays " and the State Gaze: Cuban Gay Visibility and U.S. Immigration
Policy during the 1980 Mariel Boatlift, Journal of the History of Sexuality, 16/3 (2007),
482–514.
Peñalosa, D.: The Clave Matrix: Afro-Cuban Rhythm: Its Principles and Origins (California:
Bembe Books, 2009).
Peñaranda, C. I. C: ‘Leo Brouwer’s “Estudios Sencillos” for Guitar: Afro-Cuban Elements and
Pedagogical Devices’ (Ph.D diss., The University of Southern Mississippi, 2009).
Pérez, R. A.: ‘Leo Brouwer – Cuba’s Classical Maestro Turns 75 Years Young’, 261/9
(2014), 9–13.
Perloff, N.: ‘Klee and Webern: Speculations on Modernist Theories of Composition’, The
Musical Quarterly, 69/2 (1983), 180–208.
Pinciroli, R.: ‘Leo Brouwer’s Works for Guitar’, trans. P. Possiedi, Guitar review, 77 (1989),
4–10.
Pinciroli, R.: ‘Le Opere per Chitarra di Leo Brouwer’ [‘Leo Brouwer’s Works for Guitar’], Il
Fronimo, 16/6 (1988), 50–9.
243

Pinciroli, R.: ‘Le Opere per Chitarra di Leo Brouwer, II and III’ [‘Leo Brouwer’s Works for
Guitar II’], Il Fronimo, 17/66 (1989), 31–8.
Pinciroli, R.: ‘Le Opere per Chitarra di Leo Brouwer IV’ [‘Leo Brouwer’s Works for Guitar
II’], Il Fronimo, 18/71 (1990), 30–42.
Pino Rodríguez, M.: ‘Leo Brouwer y la Guitarra’ [‘Leo Brouwer and the guitar’], Araucaria
de Chile, 42 (1988), 135–6.
Ponce do Leon, G.: ‘Interview with Leo Brouwer’, Il Fronimo, 64/16 (1988), 4–9.
Pressing, J.: ‘Cognitive Isomorphisms between Pitch and Rhythm’, Studies in Music, 17,
(1983), 38–61.
Pressing, J.: ‘Black Atlantic Rhythm: Its Computational and Transcultural Foundations’,
Music Perception, 19/3 (2002), 285–310.
Rabi, F. A.: ‘An Interview with Leo Brouwer and Alvaro Pierri’, trans. M. Cecil, Soundboard,
21/4 (1995), 24–27.
Ramón, N.: ‘Leo Brouwer y la Escuela Cubana de Guitarra’ [‘Leo Brouwer and the Cuban
Guitar School’], Plural, 17/196 (1988), 48–9.
Ramos, M. ‘The Empire Beats On: Oyo, Bata Drums and Hegemony in Nineteenth-century
Cuba’ (Ph.D diss., International University, 2000).
Rey, M.: ‘The Rhythmic Component of ‘Afrocubanismo’ in the Art Music of Cuba, Black
Music Research Journal, 26/2 (2006), 181–212.
Reynolds, D.: ‘Estudio sin Luz: A Conversation with Leo Brouwer’, Guitar review, 126
(2003), 8–10.
Reynolds, D.: ‘The 2002 Havana International Guitar Competition’, Guitar review, 126
(2003), 1–3.
Reynolds, D.: ‘Havana Snapshots, Guitar review, 126 (2003), 4–7.
Reynolds, D.: An Inferno in a Cigar Factory, Classical guitar, 19/7 (2001), 11–6.
Robbins, J.: ‘Practical and Abstract Taxonomy in Cuban Music’, Ethnomusicology, 33/3
(2007), 379–89.
Robbins, J.: The Cuban ‘Son’ as Form, Genre, and Symbol, Latin American Music Review,
11/2 (1990), 182–200.
Roberts, J. S.: The Latin Tinge: The Impact of Latin American Music on the United States
(Oxford: Oxford University Press, 1985).
Romero, J.: ‘Leo Brouwer, Disfrutar de la Vida y de la Música’ [‘Leo Brouwer, Enjoying Life
and Music’], Scherzo, 9/89 (1994), 120–2.
Rozada Bestard, H.: ‘El Músico, para poder Saber quién es él, debe Concocer toda la música
del Mundo’ [‘The musician, in order to know who he is, should know all the Music of
the World’], Clave, 13 (1989), 38–40.
244

Rudmin, F.: ‘Constructs, Measurements and Models of Acculturation and Acculturative
Stress’, International Journal of Intercultural Relations, 33/2 (2009), 106–23.
Saba, T. W.: ‘Leo Brouwer Celebrates his 70th’, Classical Guitar, 28/5 (2010), 11–17.
Saba, T. W.: ‘Leo Brouwer’s New Guitar Concerto’, Classical Guitar, 26/8 (2008), 36–40.
Samarotto, F.: Strange Dimensions: Regularity and Irregularity in Deep Levels of Rhythmic
Reduction. Eds. H. Siegel & C. Schachter, Schenker studies 2 (Cambridge: Cambridge
University Press, 1999).
Santacecilia, M.: ‘Leo Brouwer’, Ritmo, 81/832 (2010), 96–7.
Santí, E. M.: ‘Towards a Reading of Fernando Ortiz’s Cuban Counterpoint’, Literature and
Arts of the Americas, 37/1 (2004), 6–18.
Schweitzer, K.: The Artistry of Afro-Cuban Batá Drumming: Aesthetics, Transmission,
Bonding, and Creativity (Jackson: University Press of Mississippi, 2013).
Schweitzer, K. G.: ‘Afro-Cuban Batá Aesthetics: Developing Individual and Group.
Technique, Sound and Identity’ (Ph.D diss., University of Maryland, 2003).
Scott, R. J.: Slave Emancipation in Cuba: The Transition to Free Labor, 1860–1899
(Princeton, N.J.: Princeton University Press, 1985).
Seeger, A.: ‘Focusing Perspectives and Establishing Boundaries and Power: Why the
Suyá/Kïsêdjê Sing for the Whites in the Twenty-first Century, Ethnomusicology Forum,
22/3 (2013), 362–76.
Sergeevna, N.: ‘Истоки композиторского стиля Лео Брауэра’ [‘The Origins of Leo
Brouwer’s Compositional Style’], Aktual’nye problemy vysšego muzykal’nogo
obrazovaniâ, 1:22 (2012), 47–50.
Silva, R. M. de S. e: ‘Ekphrasis em Música: Os Quadrados Mágicos de Paul Klee na Sonata
para Violão Solo de Leo Brouwer’ [‘Ekphrasis in Music: Paul Klee’s Magic-Square
Paintings in the Sonata for Guitar by Leo Brouwer, Per musi: Revista acadêmica de
música, 19 (2009), 47–62.
Stock, A. M.: Imagining the Future in Revolutionary Cuba: An Interview with Fernando
Pérez, Film Quarterly, 60/3 (2007), 68–75.
Stover, C. D.: ‘A Theory of Flexible Rhythmic Spaces for Diasporic African Music’ (PhD
diss., University of Washington, 2009).
Stover, C. D.: ‘Reviewed Work: The Clave Matrix: Afro-Cuban Rhythm: Its Principles and
Origins by David Peñalosa’, Latin American Music Review, 33/1 (2012), 131–40.
Sublette, N.: Cuba and Its Music: From the First Drums to the Mambo (Chicago: Chicago
Review Press, 2007).
Suzuki, D. P.: ‘The Solo Guitar Works of Leo Brouwer’ (MA diss., University of Southern
California, 1981).

245

Tanenbaum, D.: ‘Perspectives on the Classical Guitar in the Twentieth Century’, Collected
Work: The Cambridge Companion to the Guitar, Ed. V. A. Coelho, Series: Cambridge
companions to music (Cambridge, England: Cambridge University Press, 2003).
Tessier, A.: ‘Intervista a Leo Brouwer’ [‘Interview with Leo Brouwer’], Il Fronimo, 36/142
(2008), 7–12.
Thieme, D. L.: A Descriptive Catalogue of Yoruba Musical Instruments (Ph.D diss., Music
Catholic University of America, 1969).
Townsend, B.: ‘The Formal Plan of Leo Brouwer’s Concerto Elegiaco (1986), Classical
Guitar, 18/5 (2000), 18–20.
Townsend, B.: ‘The Music of Léo Brouwer for Guitar and Orchestra, Guitar review, 98
(1994), 7–14.
Vález, M. T.: Drumming for the Gods: The Life and Times of Felipe García Villamil, Santero,
Palero, and Abakuá (Philadelphia: Temple University Press, 2000).
Vaughan, Umi & Aldama, Carlos: Carlos Aldama’s Life in Batá: Cuba, Diaspora and the
Drum (Bloomington: Indiana University Press, 2012).
Vincent, A.: ‘Bata Conversations: Guardianship and Entitlement Narratives About the Bata in
Nigeria and Cuba’ (Ph.D diss., University of London, 2006).
Ward, C., & Kennedy, A.: ‘Acculturation Strategies, Psychological Adjustment, and
Sociocultural Competence during Cross-cultural Transitions, International Journal of
Intercultural Relations, 18 (1994), 329–343.
Washburne, C.: ‘The Clave of Jazz: A Caribbean Contribution to the Rhythmic Foundation of
an African-American Music’, Black Music Research Journal, 17/1 (1997), 59–80.
Welch, D.: ‘Ritual Intonation of Yoruba Praise-Poetry (Oríkì), Yearbook of the International
Folk Music Council, 5 (1973), 156–64.
White, C. W.: ‘Report on Music in Cuba Today’, Latin American Music Review, 13/2 (1992),
234–42.
Wiggins, T.: An Interview with J. H. Kwabena Nketia: Perspectives on Tradition and
Modernity, Ethnomusicology Forum, 14/1 (2005), 57–81.
Winks, C.: ‘Cuba, the Night, and the Music: Guillermo Cabrera Infante’s Havana Son et
Lumière’, Music, Writing and Cultural Unity in the Caribbean, ed. Timothy J. Reiss
(Trenton N. J.: Africa World Press, 2005), 271–86.
Wistuba Álvarez, V.: ‘La Música Guitarrística de Leo Brouwer: Una Concreción de Identidad
Cultural en el Repertorio de la Música Académica Contemporánea’ [‘Leo Brouwer’s
Guitar Music: Formation of a Cultural Identity within a Repertoire of Contemporary
Academic Music’], Revista musical chilena, 45/175 (1991), 19–41.
Wistuba Álvarez, V.: ‘La Música de Leo Brouwer‘ [‘The music of Leo Brouwer’], Araucaria
de Chile, 42 (1988), 129–34.

246

Wistuba Álvarez, V.: ‘Lluvia, Rumba y Campanas en los Paisajes Cubanos de Leo Brouwer y
Otros Temas: Una Conversación con Leo Brouwer’ [‘Rain, Rumba, and Bells in the
Paisajes Cubanos of Leo Brouwer and Other Matters: A Conversation with Leo
Brouwer’], Latin American music review, 10/1 (1989), 135–47.
Wistuba Álvarez, V.: ‘De una Segunda Conversación Surge Leo Brouwer: Sus Paisajes y
Otros Temas’ [‘Leo Brouwer Emerges from a Second Conversation: His Paisajes,
Retratos y Mujeres and Other Topics’], Clave, 15 (1989), 52–5.

247

WEBOGRAPHY
Altmann, T.: ‘The Giraldo Rodriguez Record’ (posted 2006), accessed 7 April 2019,
http://en.jazzpercussion.de/index.htm.
Moore, C: ‘Putting Context to Cuba's Racial Divide’, Special to McClatchy Newspapers
(Posted 2009), accessed 15 May 2019,
https://www.mcclatchydc.com/opinion/article24535060.html
Núñez, Luis M.: Drumming the Gods: Selections from Traditional Santería Drumming
(Online Book, Luis M Núñez, 1995), accessed 4 November 2016,
http://furius.ca/Santeríadb/documents/drummingthegods-1.0.pdf.

248

APPENDIX A

RHYTHMIC AND METRIC STRAND OF ANALYSIS

Work

Suite No.1

Suite no.2

Preludio for
Gtr

Year

Movements

1955 I – Preludio

25–26
(possibility)

Amt Three part
bata texture

0 No

% Hocketing

0 No

% Silent
Downbeat

0

6, 7, 15, 16,
26, 27

% Meter
changes

Table 1

% Metric
Modulation

0

% Time line

% Polymeter
(Pulse
Preseving)
22 No

%

16

No

0

25

0 No

0

0 No

No

No

0

0

No

12 No

0

0

0 Two Parts: 6– 13 Time line 1: 2/3,
10 Melody
20/21, 23/34, 32/33
carries on in
4/4, bass
changes with
metric move

0 No

0 No

Time line 1:
17, 18, 19

19, 20, 42, 51 3

0 No

0 No

0

10, 11

0 No

No

0

No

0 No

0

69–74, 78–79 0 34–37, 69–74, 11 No
(possibility)
78/79

0 No

0

No

Total Polyrhythm
Bars (Bar
Preserving)
36

24
No

II – Fuga
15

25 No

Time line 2: 10–12,
18, 20–24, 25, 76–79,
89–91

0

0

8

Time line 1: 8/9, 48–
52, 87/88

8, 9, 15, 16,
20, 21

III –
Sarabanda
102

13 Displacement: 22
19–24, 48–52,
53–55 (6/8
over 6/8), 56–
58 (6/8 over
6/8), 59–
61(6/8 over
6/8), 62–
64(6/8 over
6/8).

0 No

0 No

No

IV Giga

25

0 No

37, 38, 40, 42, 8

No

0 Phrasing: 10– 40 No
15, 21–24

0

66

1

9

0

0 No

0 No

0

No

No

48

30

Time line 1: 1, 2, 4, 6, 23 No
7, 20, 21

0

No

3, 4, 16, 18,
40
19, 20, 22, 23,
24, 25, 27, 28
0 No

0

0 No

No

7 No

66

No

0 Phrasing: 37– 8
40

Time line 1: 31, 56,
58

8/9 (3 in 2), (3
in 2), 51/52 (3
in 2), 67/68 (4
in 6), 69–74,
(Hemiola, 3 in
2), 87/88 (3 in
2)

1955 Preludio
Allegro
Burlesco
Andantino
1956 Preludio for
Gtr

Time line 2: 36 (Not
repeated)

0 21, 35, 44, 51, 7 16, 17, 18 (in
63
conjunction
with
polymeter),
23, 36, 59

21, 31, 37,
16 Displacement: 7
44(H), 47, 49,
16–18, 63–64,
53, 54, 56, 58,
64 (all 3 in 2)

Time line 3: 37 (Not
repeated)
Time line 4: 63–64
(bell pattern rotation)

1
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Work

Pieza Sin
Titulo 1

Danza
Characterist
a

Pieza Sin
Titulo 2

Fuga No.1

Tres Apuntes

Year

Movements

1956 Pieza Sin
Titulo 1

1957 Danza
Characterista

1957 Pieza Sin
Titulo 2

1957 Fuga No.1

1959 I

II

II|

% Polymeter
(Pulse
Preseving)

% Time line

% Metric
Modulation
0

Amt Three part
bata texture

% Hocketing

% Silent
Downbeat

% Meter
changes

%

6

0

2

Always 7/4
0
but constant
changes in
Meter division

1, 25, 30, 32, 0 1–4, 11–14,
25 80 (in
41, 46, 48, 70,
16, 25–28,
conjunction
75, 77
41–44, 70–73
with
(possibility)
polymeter)

1 3, 4, 5, 13, 14, 34 12, 32
16 18, 21, 22,
25, 26

0 1, 2, 8, 13, 14, 25 No
18, 25 (in
conjunction
with
polymeter)

24, 25

0

No

0 28, 33, 34, 45 8

1

0

Fugal: 9, 10, 16 No
11, 12, 30, 31,
32, 33

0 No

0

No

No

0 16, 18

3 No

0

9, 10, 18, 19, 16
30, 31, 32, 33,
34, 35, 40, 44,
51, 52, 80, 81

14, 20, 21, 24, 15
29, 30, 32, 33

25 (significant 2 3–10, 13–15, 51 12, 16, 18, 19, 14 12, 14, 15, 16, 28
three part
17, 20, 21, 25,
24
17, 18, 20, 23,
Batá texture)
28–30, 32
24, 25

0 5, 6, 8, 10, 14, 18 9, 16, 28, 50, 10
15, 19, 21, 34,
54, 75, 80, 87,
35, 36, 37, 76,
92, 93
77, 79, 81, 85,
86

18, 20, 21, 24, 26
25, 29, 34, 35,
38, 39, 45, 46,
48
0

16

0 No

16 No

18 No

0 No

25 No

32

4, 26 (H, 2 on 6 Two parts: 5,
top, 3 on
6, 13, 14, 15,
bottom)
16, 21, 22
(6/8 over 7/4)

Total Polyrhythm
Bars (Bar
Preserving)

81

44 Time line 1: 1/2, 7,
12, 21

54, 60, 62, 64 4 Displacement: 28 No
(all 3 in 2)
28–32, 44–48,
73–80

1, 2, 7, 12, 21, 22 Phrasing: 3–
25 (all 2 in 3)
5, 8–10, 13–
15, 17–19
(4/4 in 3/4)

Phrasing:
32–34, 48–50
(3/8 in 2/4)
27

No

0 Displacement: 10 Time line 1: 15–17
27/28, 32–34

49

Time line 2: 13/14,
21–23
95

5, 6, 7, 8,
44 Double
15 Time line 1: 20,
22 No
14(H), 15(H),
Displacement
22/23, 57–64, 66–73
19, 20, 21, 22,
in changing
23, 25, 27, 28,
meter: 9–13,
Time line 2: 55/56, 65
31, 33, 35–
80–84.
37(H), 57–64,
Two Parts:
66–72, 74–79,
62/63, 70–72
85(H), 86(H)
(2/4 in 6/8)
(all 3 in 2)

8

35

Time line 1: 13, 46,
49, 51

23 21/23
1
(featuring time
line 3
modulation to
time line 2,
4/4 to 3/4)

Time line 1: 1–8, 26– 57 8–12
1
32
(change), 12–
16 (time line 1
modulation to
time line 2)

11 (3 in 2), 14 11 Phrasing: 9–
(partial), 20
11(5/4 in 2/4)
(partial), 25 (3
in 4)

0

Time line 2: 12/13,
15, 17, 20, 21
22 (partial),
23 (partial)

0 No

52

Time line 2: 24–29
Time line 3: 22/23

2
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Work

Estudios
Sencillos

Estudios
Sencillos

Year

Movements

Total Polyrhythm
Bars (Bar
Preserving)
0

No

No

No

Amt Three part
bata texture

0 No

0 No

0 No

0 No

0 All except: 11, 92 No
26

0

0

0

No

No

No

0

0

0

Time line 2: 9–11,
14/15

%

% Metric
Modulation

0

% Meter
changes

96 No

0

% Silent
Downbeat

0 No

% Hocketing

0 No

% Time line

No

Time line 1: 1–8,
12/13, 16–25

No

% Polymeter
(Pulse
Preseving)

0 No

No

0

No

0

0 No

No

No

14

26

14

1960 I

II

0

III

0 Displacement 0
possibility:
Constantly off
by 1 beat. But
not polymeter
as it is
constant

76 No

7

0

2, 3, 4, 5, 6, 7, 96
8, 9, 10, 11,
12, 13, 14, 15,
16, 17, 18, 19,
20, 21, 22, 23,
24, 25, 26

No

0

26

0 1, 3, 5, 7, 9,
42 24, 25
11, 13, 15, 18,
19, 21

No

3

IV

Time line 1: 1–16,
19–22

0

23

0 Interesting
pulse
preserving
adaption of
standard
hemiola

No

0

0

0 No

0 5–8, 11, 13–
40 No
15, 22, 24, 26

0

0

0 No

0 No

No

3

No

0

11 3

27

0 No

0 23, 24, 25

V
0 No

0 No

6 No

Time line 1: 1–8, 10– 85 No
15, 17–22, 24, 26, 27

No

No

0 8, 29

No

33

0

No

0

1961 VI

3 No

0

0

34 No

No

Time line 1: 10–21

No

11

0

4, 5

0 No

0

No

0

47 No

0 Displacement: 15 Time line 1: 13

0

0

0 1, 2, 3, 7, 10,
11, 14, 15,
0 No

0 14

No

23–26

0 No

Phrasing:
18/19 (2/4 in
3/4)

7, 8(H), 28, 29 12 Mostly Stretto 6
(H) (all 2 in 3)
(not
polymeter)

No
No

No

26
32

17
33

3 3, 5, 7, 9, 11, 42 No
15, 17, 19, 21,
24, 26, 28, 30,
32

VII
VIII

IX
X

0 Phrasing: 1/2, 18 No
23/24(3/8+3/8
+2/8 in 2/4)
Displacement:
32/33

3
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Work

Pieza Sin
Titulo 3

Dos Aires
Populares
Cubanos

Dos Temas
Populares
Cubanos

Year

Movements

1962 Pieza Sin
Titulo 3

1962 I Guajira
criolla

II Zapateado

1963 I Berceuse
(Cancion de
Cuna)
No

% Time line

% Metric
Modulation
0

Amt Three part
bata texture

% Meter
changes

%

% Silent
Downbeat

5

% Hocketing

36, 37

0 No

0

0 19, 20, 21, 22, 17 2/4 and 3/4
35
23
alternating
meter: 2, 3
12, 13, 16, 17,
25, 26, 27, 28

0

0

9/10, 11/12,
22 14, 16, 26, 30, 15 No
13/14, 15/16,
33, 36
36 (especially
late Iya on 10,
12,14,16)

No

10

0

16,17, 32, 33

0 No

0

0 No

0 13, 15,16, 29, 17 No
30, 31, 32

No

No

0

0

No

0 No

0 No

32 No

Time line 1: 5, 21, 37
Time line 2: 7, 23, 39
Time line 3: 11, 13,
27, 29, 31,
Time line 4: 15, 16,
29, 31,
No

0 No

Fragments, however, 0 No
too much melodic
development from
beginning to be Time
lines:

No

% Polymeter
(Pulse
Preseving)

0

0

0

3 Phrasing: 1–
4, (3/4 in
changing
2/4+3/4), 24–
28 (5/4 in
changing
2/4+3/4)

0 No

1–4, 10, 11,
42 No
13, 17–20, 26,
28, 33–36,
(H) (all 3 in 2)

9, 11, 13, 15, 17 No
26, 30, 33 (all
H)

11(6/8 in 3/4)

Total Polyrhythm
Bars (Bar
Preserving)
28

40

40

75

4
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Work

Tres Piezas
Latinoameric
anas

Year

Movements

Total Polyrhythm
Bars (Bar
Preserving)

5, 10, 11, 22,
28 (all 3 in 2)

% Polymeter
(Pulse
Preseving)

13 No

Time line 2 (itotele):
2, 3, 4, 10, 11
Time line 3 (iya): 2, 3,
4, 10, 11
Time line 4 (ito): 6, 7,
14, 15, 28, 29, 36, 37
Time line 5 (iya): 6, 7,
14, 15, 36, 37
Time line 6 (okon.):
19, 21, 41, 43
Time line 7 (okon):
32, 33
Timeline 8 (ito.): 32,
33
Time line 9 (iya): 32,
33
Time line 1 and 2:
26–30, 88–92
Time line 3: 42–44,
46, 48,
Time line 4: 45, 47,
49
Time line 5: 50, 52
Time line 6: 51, 53
No

% Metric
Modulation

0 No

21 No

Time line 1
54 No
(okonkolo): 2, 3, 6, 7,
10, 11, 14, 15, 17, 18,
24, 25, 36, 37, 39, 40,
42

% Time line

0

0

22(H), 26–30, 19 Phrasing: 59– 3
45, 47, 49, 51,
62 (2/4 in 3/4)
53, 57, 58, 63,
84(H), 88–92
(2 in 3)

2, 3, 4, 6(H), 45 No
7, 8, 10, 11,
12, 14(H), 15,
19, 21, 23,
27(H), 30(H),
32(H), 33(H),
35, 36(H), 41,
43 (all 3 in 2)

48

38

102

II Les Yeux
Sorciers

1966 I Danza del
Antiplano
(1964)

II Canción –
Triste
argentino

5

% Hocketing

% Silent
Downbeat

% Meter
changes

No

%

0

37, 38, 97, 98, 4
101

0

0

21, 22

2, 3, 6, 7, 10, 43 No
11, 14, 15, 16,
17, 18, 29, 30,
32, 33, 36, 37,
38, 39, 40, 41

No

0 22, 26–30, 42, 16 No
43, 44, 46, 48,
50, 52, 84,
87–92

0

5

No

2–4, 6–8, 10– 62
12, 14–20,
24–25, 28–30,
32–33, 36–42

Amt Three part
bata texture
0

0

0

0 5, 7, 9, 11, 13, 28 No
22, 24, 26, 28,
30, 32
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Work

Elogio de la
Danza

Canticum

Year

Amt Three part
bata texture

% Time line

% Metric
Modulation

Movements

0

% Hocketing

% Silent
Downbeat

92. 93

% Meter
changes

1

%

No

4 No

0 33, 36, 42, 45, 12 20, 22, 23, 24, 7
46, 47, 50, 53,
28, 60, 73, 77,
93, 96, 97, 98,
78
100, 101, 104

No

0 No

0 1–2, 7, 93–94, 4 17, 25, 27, 36, 19
99
38, 42, 46, 48,
51, 53, 56, 59,
63, 65, 72, 76,
77, 85, 91,
109, 113, 117,
119, 126, 128,
130

0 34, 36, 37, 38 8

No

6, 7, 9, 10, 11, 68
12, 13, 14, 15,
16, 17, 18, 19,
21, 22, 23, 26,
27, 30, 31, 32,
33, 35, 36, 37,
38, 39, 40, 41,
42, 44, 45, 46

4, 5, 6, 7, 9,
18
11, 12, 13, 14,
16, 17, 73, 74,
93, 96, 97, 99,
101, 103, 104,
105, 106, 108,
109

9 4, 5, 8, 14
16 12, 13, 15, 16, 53
(because of
18, 19, 21, 22,
polymeter),
23, 25, 26, 27,
18, 22, 24, 48,
29, 30, 32, 33,
51
35, 36, 37, 38,
39, 40, 41, 42,
43, 44, 45, 51,
53

0 6, 16, 33, 37,
42

% Polymeter
(Pulse
Preseving)

Total Polyrhythm
Bars (Bar
Preserving)

0

14–15, 15–16, 7
16–17, 17–17,
18–19, 19–20,
20–21

No

No

Time lines 1 and 2:
2/3, 7/8, 94/95,
99/100
Constant rhythmic
addition and
dimin.ution disrupts
the time line effect

0

0 Phrasing:
10 Time line 1: 41
13/14, 46/47,
48/49, 58/59,
Time line 2: 71/72
97/98, 99/100
(all 3/8 in 4/4)
Time line 3: 90/91

0

Time line 1: 7, 8, 14, 27
15, 16, 17, 18, 19, 20,
21, (changeable time
line)

6 No

No

1–4 (4/4)
29–33, 121–
125 (3/4)
8 No

Time line 2: 25, 27,
28, 29, 30, 31, 34, 35,
36, 38, 39, 40, 43, 50,
(19,
see bell pattern
rotation)

0 Displacement: 22 Time line 1: 9, 10, 11, 35 No
3–4 (2/4 in
12, 13
3/4) 30–31,
51–54
Two–part:
10/11, 13/14
(2/4 and 3/4)

117

54

131

48

4, 5, 6, 11, 14, 9 Phrasing: 19– 43
15, 96, 97, 98,
21, 23–25,
103, 106, 107,
34–37, 40–42,
44–46, 53–55,
59–61, 65–68,
80–82, 89–92,
111–113, 115–
117, 126–129
(all 3/8)

III Tango

1964 I

II

1968 I

8 (4 in 6), 16
(3 in 2), 33 (5
in 3), 35 (5 in
11),

Time line 2: 39, 41,
42

6
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Work

La Espiral
Eternal

Parabola

Tarantos

Year

1971

1973

1974

Movements

18

Total Polyrhythm
Bars (Bar
Preserving)

0

No

% Polymeter
(Pulse
Preseving)
0

% Time line

0

Time line 2: 4, 9
Time line 3: 17, 18
Time line: 1: 1, 3, 6,
11, 13, 15, 20, 22, 23,
24, 26, 27, 28, 30, 32,
34, 36, 39, 41, 42, 43,
44, 49, 50, 51, 52, 53,
84, 86, 89
Time line 2: 2, 4, 7, 8,
9, 10, 12, 14, 18, 19,
29, 31, 33, 35, 38, 40,
46, 47, 48
Time line 3: 16, 17
Time line 4: 21
Time line 1: 10, 11,
29

% Metric
Modulation

% Silent
Downbeat

0

4, 5, 9, 10, 15, 38
17, 18

% Meter
changes

%

% Hocketing

0 0

3

0

0

0 No

No
(unmetered)

No

0

No
(unmetered)

0 4, 11, 26, 29, 29 No
30, 31, 33, 34,
35, 36, 37, 48,
50, 52, 54, 59,
61, 63, 65, 71,
72, 73, 80, 88,
89, 90, 93, 94,
97

1

2

4 50

No

No

0 15, 33, 59

0 45, 55 (large 16 57, 58
bar), 58, 59,
60 , 61, 62,
63, 64, 65, 66,
67, 68, 69, 70

No

52, final

Change from
unmetered to
3/4 meter:
52–64.

Amt Three part
bata texture

0

21 62–9 (change 1
between time
line 1 and 2
with an
interchangeab
le cell in the
middle)

3 No

58 1–2, 2–3, 3–4, 28
4–5, 6–7, 10–
11, 11–12,
12–13, 13–14,
14–15, 15–16,
17–18, 19–20,
20–21, 21–22,
28–29, 29–30,
30–31, 31–32,
32–33, 33–34,
34–35, 35–36,
37–38, 38–39,
39–40, 40–41,
48–49

Time line 1: 1, 2, 3, 5, 88 3–4, 4, 5, 8–9, 4
6, 7, 8, 10, 11, 12, 13,
9–10
14,

0 No

0 No

2, 4, 7, 8, 9,
24 Two part: 58– 35
10, 12, 14, 16,
70, 26–44
17, 18, 19, 21,
(19) (loose
29, 31, 33, 35,
polymeter)
38, 40, 46, 47,
48 (22)
(polyrhythm
because they
pull against
the sense of 3
created by the
Time line)

0

II

89

99

64

0 Displaced:
18 Time line 1: 53–62
51–62
(displaced 3/4
Time line 2: 9–12
which
migrates), 52–
54, 55–58,
59–62

7
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Work

El
Decameron
Negro

Year

Movements

1981 I – EL Arpa
Del Guerrero

% Polymeter
(Pulse
Preseving)

Time line 1: 29–58

% Metric
Modulation

45 No

Time lines 1 and 2:
16 No
3/4, 7–9, 13–16,
24/25, 58/59, 62–64,
68/69, 70/71, 112–
115 (extra
articulation), 146/147,
150–152, 156–159,
176/177

% Time line

4

0 Phrasing: 1/2, 4
108/109 (5/4
in 5/8), 92–94
(6/8 in 5/8),
110/111 (3/8
in 5/8)

35, 36, 37, 38, 19 26–28,
39, 44, 45, 46,
47, 48, 49, 50,
51, (all 4 in 3)

No

Total Polyrhythm
Bars (Bar
Preserving)
207

II – La Huida 66
de los
Amantes por
el Valle de los
Ecos

8

% Silent
Downbeat

0 3, 4, 7, 8, 9,
16 0
13, 14, 15, 16,
24, 25, 58, 59,
62, 63, 64, 68,
69, 70, 71,
112, 113, 114,
115, 146, 147,
150, 151, 152,
156, 157, 158,
159, 176, 177

% Hocketing

No

0 No

0 No

No

Amt Three part
bata texture
0

0

% Meter
changes

0

0

%

0 0

2, 3, 4, 5, 6, 7, 74
8, 9, 11
(change to no
meter), 21
(change back
to metered),
22, 23, 24, 25,
26, 27, 28, 29,
30, 31, 32, 33,
34, 35, 36, 37,
39, 40, 41, 42,
44, 45, 46, 47,
49, 50, 51, 52,
54, 55, 56, 57,
58, 59, 60, 61,
62, 63, 64
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Work

Estudios
Sencillos

Year

Movements

16 (2 in 3)

No

No

No

Total Polyrhythm
Bars (Bar
Preserving)

55

64

19

30

III – Ballada
111
de la Doncella
Enamorada

1981 XI

XII
XIII

XIV

22, 25, 49 (2
in 3)

% Polymeter
(Pulse
Preseving)

% Time line

% Metric
Modulation
0

Amt Three part
bata texture

% Hocketing

% Silent
Downbeat

% Meter
changes

%

9 3–10, 14, 17, 12 1, 2, 11, 54,
10 27, 28, 31, 32, 30
18, 20, 21, 90
56, 58, 59, 69,
35, 36, 39, 40,
75, 79, 100,
44, 45, 48, 49,
108
52, 53, 54, 61,
66, 67, 69, 70,
74, 76, 80, 81,
84, 85, 87, 88,
89, 96, 97,
105, 109, 110

63 No

3–4, 7–8, 9–
10, 17–18,
20–21

10 10, 11, 12, 14, 26 No
16, 18, 22, 28,

Time line 1: 1, 2, 11,
15/16, 18/19

0 4, 8, 23

0 No

Time line 1: 4, 8

Time line 5: 13,
21/22, 23–53, 55, 57,
58, 61–63, 67, 68, 70,
71, 72, 73, 75, 76, 77,
78, 82, 85

Time line 4
(Okonkolo): 3, 4, 7, 8,
9, 10, 17, 18, 20, 21

Time line 3 (Itotele):
3, 4, 7, 8, 9, 10, 17,
18, 20, 21

Time line 2 (Iya): 3, 4,
7, 8, 9, 10, 17, 18, 20,
21

No

0 No

Time line 2: 24, 25,
26

0

0

32 2, 3, 5, 7, 8, 9, 48
11, 13, 15, 17,
18, 20, 21, 22,
24, 25, 30, 31,
33, 34, 36, 37,
39, 41, 42, 43,
45, 46, 62, 63,
64

0

No

0 No

0

0

No

16 No

0

0

0

Time line 1: 3, 4, 5, 6, 42 No
7, 8, 9, 10,

Time line 2: 50, 51,
52, 53, 54, 55, 56, 57

0 No

0 2, 5, 7, 26, 28, 23 2, 4, 6, 12, 20, 36
29, 35, 36, 44,
21, 22, 24, 25,
47, 48, 51, 52
26, 27, 29, 31,
35, 42, 44, 45,
49, 50, 53

No
0

Time line 1: 18, 19,
29 No
20, 22, 23, 25, 26, 28,
29, 31, 32,

0

No

0 2, 4, 5, 6, 8,
10, 11, 12, 14,
15, 17, 18, 33,
35, 36, 38, 39,
40, 42, 44, 45,

0 Displaced: 13, 10
15/16, 18/19,
21/22, 72
(displacement
of Time line)
Phrasing:
65/66,
105/106, (3/4
in 4/4)

0 No

0 No
1 No

5 No

Time line 1 (2/4): 1, 2, 40 3, 4, 6, 29, 31 5
4, 5, 27, 28, 42, 43,
45, 46, 48,
Time line 2 (3/4): 3, 4,
6, 7, 29, 30,
Time line 3 (4/4): 31,
32, 33, 34, 51,

9
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Work

Preludios
Epigramatico
s

Year

0 No

23 No

% Metric
Modulation

0

0

0

0

No

No

No

No

Amt Three part
bata texture

0 No

0 No

0 No

0 No

% Hocketing

0 No

0 No

0 No

0 65

% Silent
Downbeat

0

0

0

1

No

30, 31

12, 16, 21

No

% Meter
changes

0

6

14

0

0 No

0

No

0

Time line: 32, 33, 34,
35, 36, 37, 38, 39

0 No

%

0 No

% Time line

19 No

0 No

Movements

No

% Polymeter
(Pulse
Preseving)

0

Total Polyrhythm
Bars (Bar
Preserving)

0 Displaced: 4,
5, 19, 20

18 No

Time line 1: 11, 12,
13, 14, 15, 16, 17

No
0 No

No

0

No

65

No

XV

33

0

0 28, 30

0

5

3, 4, 6, 16, 18, 23
19, 21

No
(unmetered)

0

0 No

0 No

5

0 No

No

0 No

0 19

0 No

Time line 1: 1, 2, 3, 4, 71 12–13, 13–14 2
5, 6, 7, 9, 10, 11, 12,
14, 15, 16, 17, 19, 21,
22, 23, 25, 26, 27, 29,
33

No

0 No

No

0

No

0

23 No

0

No

8 No

0 10–12, 33

0 No

9 3, 16, 39, 27

0

9

No

No

0

0

0

20 No

0

20, 21

Time line 2: 13
0

Time line 1: 3, 4, 5,
16, 18, 19, 20,

Time line 1: 13, 14,
15 No
15, 16. 47, 48, 49, 50

20 Time line 1: 13, 14,
20 No
15, 16, 19, 20, 23, 24

Two–part: 29–
34
0 No

0 No

Time line 1: 6, 7, 8,
18

Time lines 1 and 2:
11/12,

0

4 No

0

0 Two–part: 12– 8
14 (3/4 in 2/4)

0

7 Phrasing: 27,
28

No

No

No

0 No

0 Phrasing: 22– 6
24 (3/4, 2/4,
3/4 then 2/4 in
4/4)

No

No

0 No

0

No

4, 5, 6, 7, 8, 9, 80
10, 11, 12, 13,
14, 16, 17, 18,
19, 20

17, 18, 19, 22, 29
23, 24, 25, 26,
27, 28, 31, 32,
33, 34, 51

37, 38, 39 (2
in 3)

40, 41, 42, 44, 13 No
45, 46, 48, 50,
52 (all H)

33

24

43

20

30

35

51

39

21

XVII

XVI

XVIII

0 Phrasing: 6–
8, 31–33 (5/4
in 4/4)

XIX

XX

1981 I

II
III

IV

V

Time line 1: 1, 2, 4, 5, 87 No
6, 7, 8, 9, 10, 11, 12,
15, 16, 17, 18, 19, 20,
21, 22, 23, 24,

10
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Work

Variations
sur un
Thème de
Django
Reinhardt

Paisaje
Cubano con
Campasas

Year

1984

1986

Movements

11

Total Polyrhythm
Bars (Bar
Preserving)

No

116 + 117 +
126 + 162 (3
in 2)

67 + 76 + 78
+ 80 + 83 (2
in 3)

5, 8 (3/8 in
3/4, but
polyrhythm
within 3/8)

1, 3 (3/8 in
3/4)

VI

197

79

36 No

% Polymeter
(Pulse
Preseving)
0

No

% Time line

0 No

% Metric
Modulation
0

No

No

Amt Three part
bata texture

0 No

% Hocketing

0 10

% Silent
Downbeat

9

7, 8, 10

% Meter
changes

27

%

18
26
(unmetered to
metered), 41,
42, 44, 46, 47,
48, 49, 55, 61,
63, 64, 65, 66,
67, 68, 69, 70,
71, 72, 73,

7 (change to 9
unmetered),
8, 64, 84, 106,
138, 142, 162,
163, 168, 169,
181, 182, 183,
184, 185, 192,
194

1

0

Time line 1: 138–141 11 141–142

No

0
Time line 2: 142–148,
157–161, 163–165
Time line 3: 176–179

6

4 No

0

0 18–31, 35, 36, 37 No
38–48, 54, 55,
69

0 12, 13, 17, 29, 10 7, 11, 57, 166 2
34, 35, 35, 40,
41, 47, 48, 49,
54, 55, 56, 58,
93, 143, 146,
158

0 No

Time line 1 (off beat): 40 40/41, 41/42,
18, 19, 22, 23, 24, 25,
43/44, 45/46,
26, 27, 29, 30, 31, 51,
46/47, 47/48
52, 53, 54, 55,
Time line 2 (on beat):
34, 35, 36, 37, 38, 39,
40
Time line 3: 41,
Time line 4: 42,
Time line 5: 43
Time line 6: 44, 45
Time line 7: 46
Time lien 8: 47
Time line 9: 48
Time line 10: 69

11
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Work

Sonata

Year

Movements

1990 I

II

31 (3 in 4)

% Polymeter
(Pulse
Preseving)

Displaced:
47–49 (3/4)

1 No

% Metric
Modulation

No

% Hocketing

% Silent
Downbeat

0 No

32, 34, 46, 50, 9 57, 96, 107,
52, 54, 65, 96,
113, 117, 123
107, 108, 109,
110, 122

0 No

29–35, 39, 41, 15
45/46, 50, 56,
64–66,
115/116,
121/122

Amt Three part
bata texture

1

Time line 1: 13, 14,
44 13–16, 16–17, 7
15, 24, 25, 26, 72, 73,
26–29 (iya
74, 108, 109, 110,
call to
111
change), 76–
77, 79–80,
Time line 2: 16
81–82, 112–
115
(Beethoven
call to
change)

Time line 1: 1–12, 21, 53 22–23
22, 38–43, 48–50

Time line 10: 87, 88,
89, 93, 94, 95, 101,
103, 105, 129, 130

Time line 9: 82, 83,
84

Time line 8: 76, 86,
112

Time line 7: 77, 78,
79

Time line 6: 32, 34,
35, 46, 65, 122

Time line 5: 29, 30,
31, 33, 39, 41, 45, 50,
56, 64, 115, 116, 121

Time line 4: 28

Time line 3: 17, 18,
20, 22, 80

% Time line

0

28 (4 in 3), 42 1 Phrasing:
9
(2 in 3)
43/44 (2/4 in
3/4 and 1/4)
90–92
(changing
meters in 3/4)
97–100
(changing
meters in 3/4),

Total Polyrhythm
Bars (Bar
Preserving)
133

52

Time line 2: 23, 24,
33
Time line 3: 25, 26

12

%

23, 28, 31, 34 7

2, 3, 4, 5, 6, 7, 51
8, 9, 10, 13,
16, 17, 18, 19,
20, 21, 22, 23,
24, 27, 28, 29,
42, 43, 44, 45,
47, 49, 50, 51,
52, 53, 54, 55,
56, 57, 58, 59,
60, 63, 64, 70,
71, 72, 77, 80,
82, 87, 90, 93,
96, 97, 101,
102, 103, 104,
105, 106, 107,
108, 113, 115,
117, 121, 123,
127, 128, 129

% Meter
changes

4

0

260

Work

Rito De Los
Orishas

Year

Movements

Total Polyrhythm
Bars (Bar
Preserving)

No

85, 107 (4 in
5)

81, 82, 102,
103, 104 (4 in
3)

37, 38, 86,
108, 109 (2 in
3)

% Polymeter
(Pulse
Preseving)

2, 3, 7, 8, 9,
21 No
10, 11, 42, 43,
47, 48, 49, 50,
51 (4 in 6)

123

88

III

1993 I

Time line 2: 10, 50
Time line 3: 17, 19,
29, 31, 34,
Time line 4: 21, 23,
32
Time line 5: 94–101

% Metric
Modulation

% Hocketing

% Silent
Downbeat

% Meter
changes

%

12, 13, 14, 16, 43
17, 18, 19, 20,
21, 22, 23, 24,
25, 26, 28, 29,
30, 31, 27, 40,
41, 52, 54, 55,
56, 57, 58, 59,
60, 62, 63, 67,
69, 70, 72, 73,
74, 78, 81, 85,
86, 88, 90, 91,
93, 94, 107,
108, 110, 113,
116, 118, 119,
120

0

4

18 No

16 1 9, 26, 31, 55

13, 15, 17, 19, 37
23, 24, 25, 26,
29, 30, 33, 35,
36, 37, 38, 39,
42, 43, 45, 47,
48, 50, 51, 52,
53, 54, 55, 58,
59, 63, 71, 78,
80

0 1–9, 12, 14,
41–49, 54,
113, 114

26–44, 55–70 39
(okonkolo,
itotele and
sporadic
interjections
from Iya)

No

Amt Three part
bata texture

25–27, 35–36, 11
36–37, 37–38,
38–39, 41–42,
43–45, 46–48,
49–51, 53–56,
62–63

Time line 1: 5, 45, 52, 24 50–52, 93–94 2
53, 60, 61, 78, 79, 80,
91, 92, 93

% Time line

0

0 Displaced:
9
39/40, 45, 48,
51, 53, 60/61
(4/4)

Time line 1: 1, 2, 3, 4, 57
5, 7, 8, 10, 20, 22, 25,
33, 34, 38, 42, 63, 64,
65, 66, 67, 68, 69, 80,
81, 82, 83, 84, 85, 86,
87, 88
Time line 2: 18, 27,
28, 32, 35, 37, 39, 40,
41, 43, 48, 49, 56, 57,
58
Time line 3: 36,
Time line 4: 45, 46,
51, 53

13
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Work

Year

II

Movements

166

Total Polyrhythm
Bars (Bar
Preserving)

% Polymeter
(Pulse
Preseving)

% Time line

% Metric
Modulation

% Hocketing

% Silent
Downbeat

93/94, 95/96, 8 38, 39, 40, 46, 14 37
102/103,
48, 54, 66, 74,
125/126,
85, 90, 91, 93,
127/128, 134–
94, 95, 96,
137
102, 103, 104,
126, 128, 131,
135, 137, 140

Amt Three part
bata texture

10 Time line 1: 13, 14,
17, 28
Time line 2: 29, 30
Time line 3: 57, 59,
61, 63, 65, 67, 69, 71,
73, 120, 121, 123,
124, 125, 127, 132,
134, 136, 138, 141

39 (3 in 4), 41 1 Displaced:
(4 in 3), 83 (8
130/131,
in 6)
139/140 (all
4/4)

23 28–29, 57–58, 10
58–59, 59–60,
60–61, 67–68,
68–69, 132–
133, 133–134,
141–142

Displaced:
58/59, 60/61,
68/69,
133/134 (all
3/4)
Time line 4: 58, 60,
68, 133, 142
Time line 6: 157, 158,
159, 160, 161, 162,
163, 164

Phrasing:
29/30 (5/8 in
3/4)
Phrasing 114–
116 (5/8 in
3/4)

14

% Meter
changes

%

0.6 2, 3, 9, 10,
58
11, 13, 16, 18,
19, 20, 21, 22,
23, 24, 25, 26,
28, 30, 31, 32,
35, 36, 37, 38,
39, 40, 41, 43,
45, 46, 47, 48,
51, 53, 55, 57,
58, 59, 60, 61,
62, 63, 64, 67,
68, 69, 70,
71, 72, 75, 77,
82, 83, 84, 85,
86, 92, 93, 97,
100, 101, 102,
104, 105, 109,
116, 118, 120,
122, 123, 126,
127, 128, 129,
130, 131, 132,
133, 134, 135,
136, 137, 138,
139, 140, 141,
142, 143, 144,
145, 146, 147,
150, 151, 153,
157, 165
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APPENDIX B

STRUCTURAL STRAND OF ANALYSIS

Work

Suite No.1

Suite no.2

Year

Movements

1955 I – Preludio

II – Fuga

No

No

Total Bars Slow
evocation
36

24

No

%

% Sectional
Calling

A Four Part
mt Structure
.

3 No

% before After Increasing
evoc. Fren. Intensity/
Frenzy

1 No

Short Dip in
Intensity

0 No

0 1 (answer:
2/3, time line
1), 14
(answer: 15),
31(answer:
32/33 time
line 1)
0

0 16 (answer:
17/19 Time
line 1)

0 No

0

0 No

20

0 No

3 10–12

0

0

16

3

0 16–20

0 12–15 (after
frenzy)

0 No

4 No

15

1

0 No

III –
Sarabanda

9

0 13, 53, 80, 92
(all proceeded
by okon. or
ito. time
lines),

0 No

53–79 (Poco
Rubato)

26 10–12 (time
line 2), 24, 32,
51–52 (before
evocation,
time line 1),
89–91 (time
line 2)

0

0 No
0

3 No

0 Rubato only

0 No

No

102

25

0 No

0 No

0 No

0

0

3

0

No

0 Rubato only

0 Rubato
mostly, except
10

No

0 1 (with time
line 1),
11(with time
line 1), 20
(with time line
1)

IV Giga

1955 Preludio

30

48

Allegro
Burlesco

Andantino

1

263

Work

Preludio for
Gtr

Pieza Sin
Titulo 1

Danza
Characterist
a

Pieza Sin
Titulo 2

Fuga No.1

Year

Movements

1956 Preludio for
Gtr

1956 Pieza Sin
Titulo 1

1957 Danza
Characterista

1957 Pieza Sin
Titulo 2

1957 Fuga No.1

No

No

54–69

No

No

Total Bars Slow
evocation
66

32

81

27

49

%

Short Dip in
Intensity

0 23/24, 36–39

0 No

20 11/12, 51/53
(before
evocation)

0 No

0 33, 34

2

1 No

A Four Part
mt Structure
.

0 25–31, 53–58 19 55/56, 57/58
(both
answered by
time line 1)

3 No

% Sectional
Calling

0

0 No

3 19–21, 32–34, 13 1–4, 25–28,
48–50, 68/69
41–44, 70–73.
(all calling for
the section),
15 (akpwon
call answered
in bar 16/18)

4 No

0

3

0 No

5 Yes:

0

0 1 (followed by
akpwon), 7
(followed by
akpwon), 12
(followed by
akpwon), 21

2 No

1 Batá
2 Akpwon
3 Frenzy
4 Recap

0

0 1(answer: 2),
23(answer:
24), 7
(akpwon call,
answered in
same bar)

% before After Increasing
evoc. Fren. Intensity/
Frenzy
9

0

6

0

4

0 18–20, 25–28, 26 13 (with time
39–44
line 1), 21
(with time line
1)

264

Work

Tres Apuntes

Estudios
Sencillos

Year

Movements

%

% before After Increasing
evoc. Fren. Intensity/
Frenzy

% Sectional
Calling

A Four Part
mt Structure
.

4 No

Short Dip in
Intensity

5 3/4 (answer:
5), 76/77
(answer: 78),
57
(proceeded by
time line 2,
with time line
1), 42
(akpwon
calling)

3 No

Total Bars Slow
evocation

0 2830, 55/56
(using
polymeter)

0 1 (time line 1),
12 (iya call
from bar 9),
26 (three part
bata texture
bar previous
in 25)

1 No

II|

52

No

0 20,

1

2

0 No

0 24
(proceeded by
time line 3 in
22/23 and
with time line
2)

0 No

2

0 No

0 No

0 No

13 40, 41

0 No

0 No

0 No

42–54

0

0 No

0 No

0 No

95

0

0

0 No

0 No

1959 I

0 No

0

0

0 No

0

0

No

0 No

0

0

0

26

No

0 No

0

0 No

1960 I

14

No

0 No

No

II

14

No

35

III

26

II

IV

3
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Work

Estudios
Sencillos

Pieza Sin
Titulo 3

Dos Aires
Populares
Cubanos

Year

Movements

%

2 No

A Four Part
mt Structure
.

0 10
(proceeded by
Iya call in 9),
18
(proceeded by
iya call in
16/17)

0 No

% Sectional
Calling

0 No

0 No

0 No

% before After Increasing
evoc. Fren. Intensity/
Frenzy

0 No

0 No

0 No

Short Dip in
Intensity

0

0 No

0 No

Total Bars Slow
evocation

0

0

0 No

0

0 No

24

0

0

No
0 6/7, 10/11,
19/20

0

0 No

33
No
0 No

No

1961 VI
26
No

27

VII
32

V

VIII

1 No

0 No

3 No

0

0 No

0 1/2 (opening
Iya call),
23/24 (
sectional
rhythmic call),
13/14

2 No

0

0

0

0

0 No

0 No

0

0

0

0 Rhythmic
calls: 1
(answer: 2),
23 (answer:
24)

No

0 No

0 No

0 No

2 No

17

No

No

No

0 No

IX

33

28

40

0 9 (3 part bata
texture in 9–
16), 37 (three
part bata in
36)

0 12
(proceeded by
rhythmic call
in 10/11)

X

1962 Pieza Sin
Titulo 3

1962 I Guajira
criolla

4
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Work

Dos Temas
Populares
Cubanos

Tres Piezas
Latinoameric
anas

Year

0
0

0

0 No

0 No

0 No

0 No

0 No

0 No

%

Movements

Total Bars Slow
evocation
0 No
0

A Four Part
mt Structure
.

No
0 No

% Sectional
Calling

40
No

% before After Increasing
evoc. Fren. Intensity/
Frenzy

II Zapateado
75

0 No

Short Dip in
Intensity

1963 I Berceuse
(Cancion de
Cuna)

0

5 No:

3 No

Akpwon
Frenzy

o 1–4 (opening
iya call), 15–
20 (sectional
iya call), 34–
37 (conclusry
iya call)

4 No

1, 65 (akpwon
calling)

0 40, 41, 86–89, 10 1/2 (opening
110/111, 113–
Iya call), 5/6
116
(sectional cya
call), 17/18
(sectional cya
call), 26/27
(sectional cya
call)

0 No

4 No
0

0

0

0 No

5 1 (.8)

0

1

No

24 19–23, 59

0 No

13 48/49

48

60–88

No

1–10, 65–68,

II Les Yeux
Sorciers

102

38

117

0 27–31, 34/35, 37 27/30 (time
54–64, 81–
line 1 and 2),
100
42 (time line
3), 89/92
(time line 1
and 2),

0 3 part bata
texture with all
sections: 2,
17, 31, 39

1966 I Danza del
Antiplano
(1964)

II Canción –
Triste
argentino

III Tango

5
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Work

Elogio de la
Danza

Canticum

Year

Movements

1964 I

II

1968 I

II

No

4–7

No

1–9, 45–54

Total Bars Slow
evocation
54

131

48

18

%

Short Dip in
Intensity

% Sectional
Calling

A Four Part
mt Structure
.

3 No

0 21–23

1

5 1 (Iya call), 10
(time line 1),
25 (time line
2)

3 Yes

1. Batá
2. Akpwon
3. Frenzy
3. Calm
4. Recap

8 4 (akpwon
call), 14 (time
line 1), 23
(akpwon call/
with tambora)

4 No

0 1–3, 8–9

16 1–16

2

0

0

0

88 1 (time line 1),
17 (time line 2
[time line 1 in
1st mvmt.])

0.7 62–64, 71–76, 20 1 (answer: 2–
83–84
3, time line 1),
17
(percussive
golpe), 93
(answer: 94–
95, time line
1), 109
(percussive
golpe)

% before After Increasing
evoc. Fren. Intensity/
Frenzy

35 14, 18, 20, 22, 11
41, 44

16

3

0 16, 52, 58, 70, 5
84, 92, 108

8 1, 2, 3, 28,
47/48

0 16–18

6
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Work

La Espiral
Eternal

Parabola

Tarantos

Year

1971

1973

1974

Movements

1–2, 49, 51,
55–57, 88/89

No

Total Bars Slow
evocation
89

99

64

%

Short Dip in
Intensity

0

0

1 33, 39–41,
11 5 (rhythmic
75–77, 78–81
call), 26 (iya
call), 35 (iya
call), 43
(rhythmic call
for Yambú
section), 71
(iya call), 90
(iya call for
end)

1 53 (large bar), 14 1 (time line 1),
55 (large bar),
26 (akpwon
72–82
call
accompanied
by time line
1), 54
(rhythmic call
for
guemilere), 57
(rhythmic call
for akpwon
re–entrance ),
84 (time line
call for end)

% Sectional
Calling

4

4 3, 43–48, 52– 31 9 (time line 2),
64
13 (call on
‘ehh’ syllable),
52 (rhythmic
call for
Sarabanda
entrance)

% before After Increasing
evoc. Fren. Intensity/
Frenzy

0 25, 54, 56, 71, 5
87

9 20, 42, 46, 96, 5
99

4, 5, 6, 7, 13– 25 13, 15, 17, 28, 18
15, 16/17, 33–
32, 33, 39, 40,
35, 36–39
46, 50/51, 64

7

A Four Part
mt Structure
.

5 Yes

Bata (1)
Akpwon
(26)
Frenzy
(55)
Calm
Recap (84)

6 No

3 No
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Work

El
Decameron
Negro

Estudios
Sencillos

Year

Movements

1981 I – EL Arpa
Del Guerrero

No

%

Short Dip in
Intensity

1

0

0

0

0 No

1 11–15, 20

0 140–143,
197–206

0 1 (rhythmic
call), 13/14
(rhythmic
call), 27/28
(concluding
rhythmic call)

0 1/2 (rhythmic
call with time
line 1), 13
(rhythmic call
with time line
5), 23
(rhythmic call
with time line
5)

9 1 (iya call), 4
(rhythmic
call), 22 (iya
call), 26
(stretto Iya
call), 60
(rhythmic call)

6 1/2 (rhythmic
call followed
by time lines 1
and 2),
108/109
(rhythmic call
followed by
time lines 1
and 2), 176
(time line call)

0 No

3 No

3 No

5 No

3 No

A Four Part
mt Structure
.

0 No

0 No

% Sectional
Calling

0 No

% before After Increasing
evoc. Fren. Intensity/
Frenzy

15

0

2

3

17 2, 6, 12, 23,
6 1 (0.9)
61, 67, 78, 80,
107, 111, 149,
155, 165, 175

9 21, 59

0 79, 107, 108

0 17, 18, 19

13–16, 27–29 23 No

No

1–3, 22–24,

81–107, 166–
175

Total Bars Slow
evocation
207

II – La Huida 66
de los
Amantes por
el Valle de los
Ecos

19

30

III – Ballada
111
de la Doncella
Enamorada

1981 XI

XII

8
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Work

Preludios
Epigramatico
s

Year

Movements

%

Short Dip in
Intensity

% before After Increasing
evoc. Fren. Intensity/
Frenzy

% Sectional
Calling

A Four Part
mt Structure
.

2 No

Total Bars Slow
evocation

0 No
0

0 18 (rhythmic
call), 50
(rhythmic call)

4 No

1

0 1 (time line 1),
9 (rhythmic
call), 27 (time
line 1), 38
(rhythmic call)

2 No

0 29–34, 35–39 28 No

0 No

0 No

0

0

0 17–24, 26–34 31 No

0

0

0

0 No

0 No

0

No

No

0 No

0 No

65

39

No

0

XV

0 63

0 No

0 11 (time line
2), 32 (time
line 2
development
section)

0 No

No

0 No

0 No

0 No

64

0 No

0 No

XIII

0

0 No

0

0

0

0 No

7

0 No

0

0

0 26, 35, 36, 37

No

0 No

0

No

21
No

0 No

55

XVI
33

No

XIV

XVII
33

XIX

51

8

Bata
Akpwon

4 No:

XVIII

0 1 (Iya opening
call), 9/10
(melodic call),
17/18
(melodic call),
24/25
(melodic call)

XX

0 26, 30, 33,

1 No

No

0 1 (time line 1)

35

1981 I

9
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Work

Variations
sur un
Thème de
Django
Reinhardt

Year

1984

Movements

Total Bars Slow
evocation

%

Short Dip in
Intensity

% before After Increasing
evoc. Fren. Intensity/
Frenzy

% Sectional
Calling

A Four Part
mt Structure
.

2 No

0 No

0 21

0

4

0

6 3–5, 18–20

No

16

20 1–2 (akpwon
opening call),
16–17
(akpwon
sectional call)

2 No

24

6 2, 5, 14, 20,
23,

15 6 (with time
line), 18 (with
time line for
conclusion)

3 No

1–2

5 11–13

6 1/2 (rhythmic
call), 13–14
(rhythmic
call), 39
(conclusory
rhythmic call)

2 No

30

0 22–24

29 1–2 (with time
line and rising
akpwon call),
16–17 (with
time line and
rising akpwon
call)

0 No

0

0

5

4 16–21, 24

0 No

5

0 No

25 13

0

20

0

Highly
evocative
piece: 1–3,
14– 15,

0 No

0

No

No

4

43

11

4 57, 120–124,
128–130

II

III

IV

V

VI

1–6, 8–10

2 No

197

0 7, 111–112,
17 140–142 (time
113–116,
line metric
125–127,
modulation
133–139, 172,
changing
174, 182–196
variation), 176
(time
beginning
new section)

10
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Work

Paisaje
Cubano con
Campasas

Sonata

Year

1986

Movements

1990 I

II

No

1–6, 113/114,
117–120,
123–128

1–17

Total Bars Slow
evocation
79

133

52

%

Short Dip in
Intensity

21 38, 32,

13 98–100, 111–
112, 123, 131

0 36/37

11

8 18 (time line 1
changing
section), 34
(time line 2
changing
section)

3 No

2 No

A Four Part
mt Structure
.
0 26–28, 32,
33–35

15 10–11 (iya
call), 27–28
(iya call), 72
(time line 1),
113
(Beethoven
conclusory
melodic call)

% Sectional
Calling

2 87–97, 101–
110 (intensity
through
repetition of
increasingly
longer fast
passages)

1

2

0 No

Bata
Akpwon
Recap

3 No:

0

% before After Increasing
evoc. Fren. Intensity/
Frenzy
2

5

3

0 1 (opening,
time line 1),
23
(development,
time line 2),
38
(concluding,
time line 1)
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Work

Rito De Los
Orishas

Year

Movements

Total Bars Slow
evocation

1–18, 80–88

94–101

123

88

III

1993 I

%

Short Dip in
Intensity

6 117, 119, 121
0

0 20, 24, 32–39, 17 10 (time line
81–88, 102–
2), 16
109 (+1),
(akpwon call),
122–123
50 (time line
2), 59–62
(thythmic call
ushering new
key, then
quickly new
section), 94
(time time 4),
116 (rhythmic
cell signalling
conclusion)

% Sectional
Calling

2

2 29, 30, 36, 41, 22 1 (time line 1),
45, 46, 48, 51,
19 (akpwon
53, 58, 59,
call), 26 (time
71–78
line 2), 80
(time line 1)

% before After Increasing
evoc. Fren. Intensity/
Frenzy
2

19 25, 70, 78, 79, 4

12

A Four Part
mt Structure
.

6 No:

Bata
Akpwon
Recap

– Frenzy
uncertain

4 Yes:

1. Bata
2. Akpwon
3. Frenzy
4. Recap
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Work

Year

Movements

166

Total Bars Slow
evocation
38–40, 54, 85,
101, 157–164

II

%

Short Dip in
Intensity
1

% Sectional
Calling

0 2–3, 49–53,
12 1 (opening
101–102,
call), 11 (time
108–109,
line 1), 50
130, 139, 143,
(variation of
146, 154–156,
opening call),
165–166
55 (rhythmic
call), 61
(akpwon call),
118 (rhythmic
call), 125
(akpwon call),
143 (rhythmic
call for recap),
157 (recap,
Time line 6)

% before After Increasing
evoc. Fren. Intensity/
Frenzy

8 1, 3, 6, 15, 16, 9
42, 82, 83, 84,
101, 107, 117,
150, 151, 152,
162,

13

A Four Part
mt Structure
.

9 Yes:

1. Bata
2. Akpwon
3. Frenzy
4. Recap
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APPENDIX C

MELODIC STRAND OF ANALYSIS

Work

Suite No.1

Suite no.2

Year

1

2

0 Diatonic

0 Diatonic

0 Diatonic

0 11, 13

0 14

0 4, 5, 8, 9, 10 (all no scale accomp.),
12, 13, 34

% Use of non– Scalar and non–triadic
movement?

22

% % no
scale
accomp.

Amt. Pent. Pentatony

0 13 (C–Ab), 35 (at end)

0

% non– Abrupt sectional
mov. modulation

0 15 (C–Ab)

Unconventional % Tetra–chord figures
harmonisation
0

0 No

Total
Bars

0

Movements

8 No

0

8

36

0 No

1955 I – Preludio
22–24 (out of
tune by a min.
2nd)
0 No

0

No

13

24

4

15

13

II – Fuga

4

III –
Sarabanda

19

0

0

28

0

0 Diatonic

0

0 No

28

18

1

0 No

0

0

0 Diatonic

0

5 No

0

0 No

No, just inner
chromatic
harmonisation

20 No

0 Diatonic

0 Diatonic

18

0 1, 2, 9, 13, 14, 16, 19, 30, 31, 33, 75,
76, 80, 81, 83, 88, 92, 93, 95, 98

40

1

18–23
No

0 Tetra-chord 1: 10 (from B),
11/12 (from B), 18 (from A), 22
(from B) (all non-moveable)
Tetra-chord 2: 10/11
Tetra-chord 3: 17, 23 (all N/M)
Tetra-chord 4: 18/19
Tetra-chord 5: 24
10 5, 12, 14 (non-moveable
parallel harmony)

1

0 1, 3, 5, 11, 13, 19, 21, 32, 34, 38, 42,
44, 46, 48, 51, 55, 57, 59, 61

0 25–27 (confused key)

0 Diatonic

0 17, 18, 19, 27, 28, 33

4

5, 12, 14 (min.
3rd and then
maj. 3rd parallel
harmony)

1

0 Diatonic

No

0

0

6 No

0 Diatonic

0 40, 41 (the same as first tetrachord from mvmt, 1)

25

4

34

7 25, 41, 1, 70

34

9

0 No
12 3 Tetra-chord 1, main theme: 1,
3, 11, 23, 25, 32 (inverted)
Tetra-chord 2, altered theme:
19 (from G), 20 (from A)

3 Tetra-chord 1: 6, 8,
Tetra-chord 2: 14/15 (from A),
15/16 (from C)

0 5, 6, 7, 8, 9, 10, 15, 16, 17, 18, 19, 20,
21, 22, 30, 32, 35, 36, 37, 38, 39, 40,
46, 48, 56, 66, 68, 75

No

19, 20, 21,
(botched
octaves)

0 34/35 (all a minor third
up from 32/33)

10 3 (Sudden Bb tonal
centre)

102

IV Giga
25

30

48
66
32

81

10

0 101 (sudden Cmaj. and
not Cmin. at end)

1955 Preludio

Allegro
Burlesco

1956 Preludio for
Gtr

Andantino
Preludio for
Gtr
1956 Pieza Sin
Titulo 1

1957 Danza
Characterista

Pieza Sin
Titulo 1

Danza
Characterist
a

Tetra-chord 3: 16/17 (from E),
17/18 (from A)

1
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Work

Pieza Sin
Titulo 2

Fuga No.1

Tres Apuntes

Estudios
Sencillos

Estudios
Sencillos

Year

1 B min. pent.
without a 3rd:
9–11
(beginning an
important
sectional call)

1 Bmin. pent.:
31–33 (except
G natural in
34)

0 Diatonic

1 C min. pent.
without a 3rd:
13

8 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 18, 19,
21, 22, 23, 24, 25, 26, 27, 28, 29, 30,
31, 32

5 5, 6, 7, 8, 9, 11, 16, 18, 19, 20, 21, 22,
23, 24, 25, 26, 27, 29, 30, 31, 32, 33,
34, 35, 39, 40, 41, 44, 45, 48, 49, 50,
51, 52, 54, 57, 58, 59, 60, 61, 62, 63,
66, 67, 68, 69, 70, 71, 72, 73, 74, 75,
76, 77, 78, 79, 80, 82, 87, 88, 89, 90,
92, 93

0 3, 7, 11, 12, 15, 16, 17, 18, 19, 20, 22,
24, 25, 26, 27, 28, 31, 32, 33, 39, 40,
41, 42, 43, 44, 46, 47

3 6, 10, 11, 13, 15, 16, 20

% Use of non– Scalar and non–triadic
movement?

88

39

71

68

55

25

46

88

39

71

68

46

22

% % no
scale
accomp.

1957 Fuga No.1

1959 I

II

II|

1960 I

49

95

35

52

26

15

20, 22, 23, 57,
58, 59, 60, 61,
62, 63, 67, 70

No

16,17,18,19

No

2 No

12 44

0 No

7 No

0 No

1

0

0

0

0 35 (changing from
Bmin. pent. to Bmaj.
pent.)
57–70 (sudden A#
base)

0 12 (Change from Bmin.
to G base)

0 24 (Amin. pent. to Emin.
pent.)

0 No

Amt. Pent. Pentatony

1

1 Amin. pent.:
44 3, 6, 9, 12, 14, 15, 17, 19, 20, 21, 22,
1–6, 17,19,20,
25, 28, 35, 38, 41, 44, 46, 47, 49
30–33, 34–39

46

7

85

% non– Abrupt sectional
mov. modulation

1

0 Diatonic

0 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 12, 13, 14,
15, 17, 18, 19, 20, 21, 22, 23, 24, 25

7

0 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, 13, 14 100

0 1, 2, 3, 10, 12, 13

0

Unconventional % Tetra–chord figures
harmonisation

1

0 Diatonic

0 13, 14

Total
Bars

1

0 Diatonic

0 No (all arpeggiated)

Movements

0

0 Diatonic

7

0

0 Diatonic

0 6, 20

0 No

0

No

0

0 No

1

27

0

0 No

1957 Pieza Sin
Titulo 2

0 No

0

0 13–16 (pentatonic
modulation, sudden
strong Cmin.
suggestion from Am
base)

0 No

0

0 39 (Shift from D to E
base)

No

0 No

0

14
No

0 No

0

2

II
14
No

Em Pent.: 24–
27

Bmaj. pent.:
35/36 (except
G natural in
37)

III
No

0

26

0

0 1, 2, 3, 5, 9, 21, 22, 23, 24, 25

0

0 Diatonic

0 No

0

0

0 No

0 Interesting, as
there are 9
different
pentatonic–
like scales:
3/4, 5/6, 7/8,
17/18, 23/24,
25/26, 27/28,
29/30, 31/32
0

0

27

0 No

0 No

0 No (all arpeggiated)

IV

No

No

38

V
33

26

38

0 10–17 (Sudden Eb from
Cmaj.)

1961 VI

VII

2
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Work

Year

Movements

Total
Bars

Unconventional % Tetra–chord figures
harmonisation

% Use of non– Scalar and non–triadic
movement?

Amt. Pent. Pentatony

31

% % no
scale
accomp.

2 A min. pent.:
1–6, 22–27

31

2

59 3, 9, 12, 13, 17, 18, 19, 24, 30, 31

0 1 (stretto between A
and B pent.)

% non– Abrupt sectional
mov. modulation
0

0 No

37 No

32

0 Diatonic

0 3, 4, 5, 6, 24, 25, 26, 27

VIII

0 Diatonic

0

B min. pent.:
2–6, 23–27

0

0 Diatonic

0 No

0

8 (change to E
pentatonic)

0 No

0

No

0 No

E min. pent.:
10–12, 18–21

0

0

40

No

II Zapateado

40

20 (stretto between A
and B pent.)

1, 2, 3, 4, 5, 6
(harmonising
with Am in Bm),
22, 23, 24, 25,
26, 27
(harmonising
with Am in Bm)

0 No
0 No

0

No

0 No

24

17
0

0

IX

0

64

0 No

24

0 No

64

No

0

No

0

2

33

0 No

38

28

0 Diatonic

2

X

0

38

0 1, 2, 3, 5, 8, 10, 11, 12, 13, 17, 18, 19,
20, 21, 22, 24, 25, 27

0 No

0 13

1962 Pieza Sin
Titulo 3

0 Diatonic

Pieza Sin
Titulo 3

0

1962 I Guajira
criolla

0 No

53 5, 6, 7, 9, 10, 11, 12, 14, 28, 29, 30, 32,
33, 34, 35, 37, 43, 44, 45, 46, 48, 61,
62, 63, 65, 66, 67, 68, 70

D maj. pent.:
13–16, 36–39,
69–72
A min. pent.
without a 3rd:
44–46
Db maj. pent.:
47–50

27

1

18

1

0 A min. pent.:
6–8, 14–15,
36–37

35

1 D maj. pent.
without a 3rd:
5–12, 29–35,
62–68

47–50

75

33

5 5, 7, 10,12, 29, 31, 33, 35, 44,
46, 62, 64, 66, 68

1963 I Berceuse
(Cancion de
Cuna)

No

0 23–29 (Sudden Gmin.
harmony from Amin)

0 44–46 (using same
pent. scale under
different harmony,
changing from Dmaj. to
Amin. without a 3rd)

48

0 Tetra-chord 1: 16/17, 17/18,
38/39, 39/40

14 2, 3, 5, 10, 11, 13, 17, 18, 25, 27, 28,
29, 30, 35, 39, 40, 41

Dos Aires
Populares
Cubanos

Dos Temas
Populares
Cubanos

II Les Yeux
Sorciers

Tetra-chord 2: 18–20, 40–42
Tetra-chord 3: 20–22, 42–44

3
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Work

Tres Piezas
Latinoameric
anas

Elogio de la
Danza

Year

Movements

Total
Bars
0 Tetra-chord 1: 7/8, 15/16,
40/41, 77/78, 100/101

Unconventional % Tetra–chord figures
harmonisation
No

0 Tetra-chord 1: 25, 31,

102

No

1966 I Danza del
Antiplano
(1964)
Tetra-chord 2: 21/22, 44/45,
46/47, 48/49, 83/84
Tetra-chord 3: 32 (from E),
33 (from A), 34 (from E), 35
(from A), 94 (from E), 95
(from A)

Tetra-chord 4: 32 (from C),
32 (from G), 34 (from C), 34
(from G), 94 (from C), 94
(from G)

38

7–14, 40/41

Tetra-chord 5, inversion of
21/22: 51, 53

117

14 No

Tetra-chord 4: 69

Tetra-chord 3: 63

Tetra-chord 2: 57, 108

II Canción –
Triste
argentino

10–15, 21, 23

III Tango

54

8 Tetra-chord 1: 30 (from C), 35
(from G), 44 (from C), 52 (from
C), 95 (from C), 103 (from C)

1964 I

% non– Abrupt sectional
mov. modulation
4 No

Amt. Pent. Pentatony

% Use of non– Scalar and non–triadic
movement?

59

% % no
scale
accomp.

59

0

26

0

0 A min. pent.:
94 1, 2, 5, 7, 8, 11, 13, 15, 16, 21, 23, 26,
1–8, 11–16,
27, 28, 29, 30, 36, 37, 38, 39, 39, 40,
19–26, 27–31,
44, 45, 46, 47, 48, 49, 50, 52, 54, 55,
32–41, 42–53,
56, 57, 58, 59, 60, 61, 62, 65, 66, 69,
54–64, 65–78,
71, 72, 73, 75, 77, 78, 83, 85, 88, 89,
81–88, 89–93,
90, 91, 92, 96 97, 98, 99, 100, 101
94–102

0

0 No

o No
0

12

0 No

17

27

5

2 13, 14, 15, 22, 33, 36, 37, 39, 45, 49,
53, 56, 58, 59, 61, 74, 92, 96, 100, 104,
107

27

0

7 1, 3, 5, 6, 16, 17, 19, 20, 45, 47, 48, 49,
51, 52, 53

5 No

0

8

0 No

0 Cmaj. pent.:
10, 11, 13, 14
(accompanyin
g B centred
melody,
bolstering
unconvention
al harmony
aspect)

0 E min. pent.
15, 58–60,

0

4
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Work

Canticum

La Espiral
Eternal

Parabola

Year

Movements

II

II

1968 I

1971

1973

Total
Bars

35 14, 15, 16, 19, 26, 27, 28, 29,
31, 35, 40

83 No

6 No

23 No

Unconventional % Tetra–chord figures
harmonisation

15 – 17( Eb over
E)

131

Type 1: 1, 2, 3,
7, 8, 9, 10, 12,
13, 93, 94, 95,
99, 100, 101,
102, 104, 105

48
1–15 (Eb bass
supporting
mainly E maj.or
melodic
movement)

Type 2: 4, 5, 6,
11, 12, 14, 15,
96, 97, 98, 103,
106, 107

18

26–44, 58–70

No

89

99

0 6–8 (from C#), 9–11 (from B),
30 + 36 + 72 (from E), 31+ 37
+ 73 (from D)

48

12 30/31 + 72/73 (G maj.
and Bmaj. together)

0 No

17 (back to old pitches)

0 1 (same melodic
material but with Eb
bass instead of E)

0 37

0 26/27 (Emin.–Gmaj.),
32/33 (G maj.– E min.
without a 3rd), 118/119
(Emin.–Gmaj.), 124/125
(G maj.– E min. without
a 3rd)

% non– Abrupt sectional
mov. modulation
0

0
0

12

12

5

43

36 1, 2, 3, 5, 7, 8, 9, 10, 12, 13, 19, 20, 23, 59
24, 25, 26, 27, 28, 29, 30, 31, 32, 33,
34, 40, 41, 44, 45, 46, 47, 48, 49 50, 53,
54, 55, 56, 59, 60, 61, 65, 66, 67, 68,
77, 79, 80, 81, 85, 87, 89, 90, 91, 93,
94, 95, 97, 99, 100, 101, 102, 104, 105,
107, 111, 112, 115, 116, 117, 118, 119,
120, 121, 122, 123, 124, 125, 126

33

43

59

% Use of non– Scalar and non–triadic
movement?

33

% % no
scale
accomp.

0 4, 5, 6, 7, 8, 9, 23, 24, 25, 26, 27, 32,
34, 39, 40, 41, 42, 44, 45, 46, 47

4 E min. pent.:
19–20, 23–25,
40–41, 44–46,
59–61, 65–70,
111–112, 115–
117

0 No

0 2, 6, 9, 13, 17, 18

2 E maj. pent.:
6–19

0 No

0 2, 9, 10, 14, 15, 17, 23, 24, 26, 27, 28,
29, 30, 31, 35, 50, 51, 52, 53, 57, 58,
59, 60, 61, 62, 63, 64, 65, 66, 67, 68,
69, 70, 72, 73, 74, 75, 76, 77, 78, 79,
80, 82, 83, 85, 87

77

51

76

51

E min. pent.
without a 3rd:
33–37, 125–
129

G maj. pent.
without a 3rd:
27–32, 48–49,
119–124

0 No

Amt. Pent. Pentatony

4

1
2

0

3

G maj. pent.:
30/31, 36/37,
72/73

24 1, 2, 3, 5, 6, 7, 8, 9, 10, 11, 21, 22, 23,
24, 26, 27, 28, 29, 30, 31, 32, 33, 34,
35, 36, 37, 38, 39, 40, 41, 42, 43, 44,
45, 46, 47, 48, 49, 50, 51, 52, 54, 55,
56, 58, 59, 61, 62, 63, 65, 66, 67, 69,
70, 71, 72, 73, 74, 75, 76, 77, 78, 80,
81, 82, 83, 85, 86, 87, 88, 89, 90, 93,
94, 95, 97, 98
B maj. pent.:
30/31, 36/37,
72/73
F maj. pent.
without a 3rd:
78–81

280

Work

Tarantos

El
Decameron
Negro

Year

1974

Movements

1981 I – EL Arpa
Del Guerrero

Total
Bars
64

207

II – La Huida 66
de los
Amantes por
el Valle de los
Ecos

0 38, 39, 44, 45, 46, 47, 48, 50

Tetra-chord 2: 50 (from G#),
144(from A)

5 Tetra-chord 1: 18, 20, 36, 38,
40, 73, 75, 161, 163, 188, 190,
192

Tetra-chord 2: 18/19 (from B),
20/21 (from B), 22/23 (from
C#), 24 (from C#).

0 Tetra-chord 1: 5 (2 tetra–
chords), 60

Unconventional % Tetra–chord figures
harmonisation
No

3, 4, 7, 8, 9, 13,
14, 15, 16, 24,
25 (in tune for
58)

No

10 No

% non– Abrupt sectional
mov. modulation
14

0 No

81 (change to A centre),
6 1
(.96) 166 (change of centre)

12

6

E maj. pent.
without a 3rd:
140–143,
193–200

0 E min. pent.
without a 3rd:
1/2, 76–80,
108–111

C maj. pent.:
61

0 B maj. pent.
without a 3rd:
18

Amt. Pent. Pentatony

0

2

0

11 1, 5, 10, 11, 17, 18, 19, 20, 21, 22, 26,
50
27, 28, 29, 30, 31, 32, 33, 34, 35, 36,
37, 38, 39, 40, 41, 42, 43, 44, 47, 50,
52, 58, 60, 65, 66, 72, 73, 74, 75, 76,
77, 79, 80, 100, 108, 110, 111, 112, 113,
114, 115, 118, 121, 123, 130, 133, 135,
144, 145, 146, 147, 148, 150, 151, 152,
153, 154, 156, 157, 158, 159, 160, 161,
162, 163, 164, 165, 172, 176, 177, 178,
179, 181, 182, 183, 184, 185, 186, 187,
188, 190, 191, 192, 193, 194, 195, 196,
197, 198, 199, 200, 204, 205

3 2, 3, 4, 5, 6, 7, 8, 16, 18, 19 ,20, 21, 23,
30, 34, 35, 38, 40, 41, 43, 44, 45, 46,
47, 48, 49, 56, 59, 60, 61

% Use of non– Scalar and non–triadic
movement?

89

46

89

50

46

% % no
scale
accomp.

0 E min. pent.
28 1, 2, 3, 4, 5, 6, 7, 8, 9, 11, 12, 13, 14,
without a 3rd:
20, 21, 22, 24, 25, 26, 27, 28, 29, 30,
4/5, 64, 65, 66
31, 32, 33, 34, 35, 36, 37, 38, 39, 40,
41, 42, 43, 44, 45, 46, 47, 48, 49, 50,
51, 52, 53, 54, 55, 56, 57, 58, 59, 60,
61, 62, 63, 64, 65, 66
E maj. pent.:
22, 23, 24

C# min. pent.:
26, 27, 28
E maj. pent.
without a 3rd:
40, 41, 42, 43,
44, 45, 48, 49
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Work

Estudios
Sencillos

Year

Movements

Total
Bars

21

65

55

64

19

30

III – Ballada
111
de la Doncella
Enamorada

1981 XI
XII

XIII

XIV

XV

XVI

0 No

Tetra-chord 3: 38/39

Tetra-chord 2: 36/37

0 Tetra-chord 1: 3/4, 20/21,
24/25, 57/58

0 No

0 No

10 No

0 No

Tetra-chord 7: 84 (from A),
105 (from C)

Tetra-chord 6: 15 (from A),
72 (from B), 79 (from B),
108 (from B)

Tetra-chord 5: 64

Tetra-chord 4: 61, 62, 63

Tetra-chord 3: 10

Tetra-chord 2: 5, 6

18 Tetra-chord 1: 3 (from G), 4
(from G), 9 (from G), 17
(from C), 18 (from G), 20
(from C), 21 (from G)

Unconventional % Tetra–chord figures
harmonisation
33–35, 37–39,
46–48, 50–52,
61–65 (E min.
over Db maj.),
62–65, 84, 88,
97, 105

No
5/6 (chromatic
parallelism)
No

No

No

No

0 50 (F# min. changing to
Emin in bar 54)

0 13 (change to E centre)

0 No

10 14 (change to Gmaj.
centre), 23 (change to
Gmin. centre), 42
(change to Dmin.
centre), 54 (pentatonic
modulation, Db maj.
with Emin. pent. in bar
61), 67 (Amin. centre),
82 (D maj. centre)

% non– Abrupt sectional
mov. modulation
17

0
0

0

0 32 (added F natural), 40
(back to G centre)

0 No

18

0 No

0

0

7

1

0 No

15 1, 2, 11, 12, 13, 14

0 4, 6, 8, 11, 12, 13, 14, 15, 16, 17, 18,
21, 22, 23, 25, 27, 28, 30

13 1, 2, 5, 6, 11, 12, 13, 15, 16, 19, 22, 23,
24, 28, 32, 36, 40, 41, 45, 49, 53, 55,
57, 58, 60, 61, 62, 63, 64, 65, 66, 71,
72, 73, 74, 75, 76, 77, 78, 79, 81, 82,
84, 85, 87, 88, 93, 94, 96, 97, 98. 99,
100, 102, 105, 106, 107,108, 110, 111

% Use of non– Scalar and non–triadic
movement?

94

1 F# min. pent.: 23 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, 13,
96
41–53
14, 15, 16, 17, 18, 19, 20, 22, 23, 24,
25, 26, 27, 28, 29, 30, 31, 32, 33, 34,
E min. pent.:
35, 36, 37, 38, 39, 40, 41 42, 43, 44, 45,
54, 55
45, 46, 47, 48, 49, 50, 51, 52, 53, 54,
55, 56, 57, 58, 59, 60, 61, 62, 64

1 Cmaj. pent.
without a 3rd:
13, 14, 15

52 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, 13,
14, 15, 16, 17, 18, 19, 20, 21, 22, 23,
24, 25, 26, 27, 28, 29, 30 , 31, 32, 33,
34, 35, 36, 38, 39, 40, 41, 42, 43, 44,
45, 46, 47, 48, 49, 50, 51, 52, 54

47

31

60

54

42

47

94

96

31

60

49

% % no
scale
accomp.

Amt. Pent. Pentatony

1

0 E min. pent.:
1–7, 20–26,
31–37, 42/43
(just time
line), 45/46
(just time
line), 48–49
(just time
line), 51, 52

0 1, 3, 5, 7, 9, 14, 15, 16, 18, 19, 20, 22,
23, 24, 26, 28, 30, 32, 33, 36, 37, 40,
41, 42, 45, 46, 55, 57, 59, 61, 63

57

0

C general
pentatonic:
97, 105

B and A
general
pentatonic:
84, 88

C maj. pent.:
99, 101, 106

D maj. pent.
without a 3rd:
91, 92

1 E min. pent.:
61–66

0

0 No

0 5, 7, 8, 9, 10, 11, 12, 13, 14, 15, 16, 20

6

2

0 No
0
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Work

Preludios
Epigramatico
s

Year

Total
Bars

Unconventional % Tetra–chord figures
harmonisation

% non– Abrupt sectional
mov. modulation

Amt. Pent. Pentatony

% Use of non– Scalar and non–triadic
movement?
0 0

Movements

0 No

0 1, 2, 7, 8, 32, 33

% % no
scale
accomp.

0

2

0 No

0

0
0

0 No

0 13 (D min. to D maj.), 1
(D maj. to D min.)

0

No
0 No

33

0 No

XVII
10

18

15

69

3 2, 3, 28

18

0 Tetra-chord 1: 7, 8

56

69

27,

56

60

88

73

90

88

90

17 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, 13,
14, 15, 17, 18, 19, 20, 23, 24, 25, 26,
27, 28, 29, 30, 31, 32, 33, 34

2 G maj. pent.: 68 3, 4, 7, 8, 11, 12, 13, 14, 15, 16, 17, 18,
1–6, 13–16,
19, 26, 27, 28, 29, 30, 31, 37, 38, 41,
35–40, 47–50
42, 45, 46, 47, 48, 49, 50
E min. pent.:
17–28, 33, 34,
51
0 E min. pent.
without a 3rd:
31–32

1

0 A min. pent.
53 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 12, 16, 17,
without a 3rd:
18, 19, 20, 23, 24, 25, 26, 27, 28
1, 2, 3, 4, 5,
16, 18, 19, 20,
25, 26, 27, 28,
29, 30, 31

A min. pent.:
11–14

2

B maj. pent.
without a 3rd:
13

1 Eb min. pent.: 40 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, 14,
1, 2, 6, 7, 14,
15, 16, 17, 18, 20
15, 18

0

53 3, 4, 7, 8, 11, 12, 13, 14, 15, 16, 17, 18,
19, 20, 21, 22, 23, 24, 25, 26, 27, 28,
33, 34, 37, 38, 39

No

0 No

0 13 (Change to Gmin.
from Amin.)

C min. pent.
without a 3rd:
25, 26

33

11

0

0

2

39
Tetra-chord 2: 21
Tetra-chord 3: 25
Tetra-chord 4: 27, 28
0 Tetra-chord 1: 7, 8, 41, 42
Tetra-chord 2: 18

0 16/17, 22/23

0 No

20 No

9

XVIII

6, 7, 8, 18

No

No

No

XIX

51

35

30

20

0 17 (change to E centre),
35 (change to G centre)

0 G maj. pent.:
1–6, 13–20,
35–39

XX

1981 I

II

III

0 11–15 (change to Eb
min. pent from B min.
pent.)

8
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Work

Variations
sur un
Thème de
Django
Reinhardt
Paisaje
Cubano con
Campasas
Sonata

Year

1984

1986

Movements

IV

V

VI

1990 I

Total
Bars
43

24

11
197

79

133

0 No

Unconventional % Tetra–chord figures
harmonisation
No

% non– Abrupt sectional
mov. modulation

Amt. Pent. Pentatony

0 C maj. pent.:
12/13

% Use of non– Scalar and non–triadic
movement?

46

% % no
scale
accomp.

100

46

11 3, 4, 8, 10, 11, 15, 16, 20, 23, 24, 27,
28, 32, 33, 34, 35, 36, 39, 40, 43

0 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, 13,
100
14, 15, 16, 17, 18, 19, 20, 21, 22, 23, 24

2

0 No

0 7 (E maj. to F maj.), 13
(F maj. to E maj.)

0

0

A maj. pent.
without a 3rd:
23/24

8 No

72

E maj. pent.
without a 3rd:
36

12

72

12 Tetra-chord 1: 3 (from a, then
c), 13 (from f, then d)

0 1, 2, 3, 4, 5, 8, 9, 11

8, 10, 18

0 No

27

0

27

35

18 No

0 E min. pent.:
184–187

35

18

Tetra-chord 2: 14

4

2 1, 3, 5, 8, 23, 27, 33, 34, 35, 39, 40, 41,
47, 48, 49, 54, 55, 56, 58, 59, 60, 89,
91, 104, 109, 110, 112, 113, 125, 126,
127, 133, 134, 136, 159, 160, 161, 162,
163, 164, 169, 170, 171, 175, 176, 177,
178, 179, 180, 181, 182, 185, 188, 193

78

No

1

78

0 5 (from Eb, 8 (from Bb, then
Eb)

0 72–74 (Ab centre to Eb
centre), 87 (D to D#),
91 (D# to F) 120–126,

0 34 (change to F#)

1 E min. pent.: 11 4, 6, 8, 9, 11, 15, 16, 17, 20, 21, 22, 27,
18–23, 64/65,
41, 42, 43, 44, 45, 46, 47, 48, 53, 54,
71
55, 60, 61, 62, 63, 68,

0

3

0.7 13, 28 (Change to G#
centre from E), 72, 115

4

6 No

13 52, 53, 69

10

E min. pent.:
63–70

1 B min. pent.: 15 1, 2, 3, 5, 6, 8, 9, 10, 11, 12, 13, 14, 15,
28–34, 45–46,
16, 17, 18, 19, 20, 21, 22, 23, 24, 25,
120–122
26, 27, 28, 29, 30, 31, 32, 33, 34, 39,
41, 42, 43, 44, 45, 46, 47, 48, 50, 51,
C min. pent.
52, 53, 54, 55, 56, 57, 58, 59, 62, 63,
without a 3rd:
64, 65, 66, 67, 69, 71, 72, 73, 74, 75,
49
76, 77, 78, 79, 80, 81, 82, 83, 84, 85,
86, 87, 88, 89, 90, 91, 92, 93, 94, 95,
96, 97, 98, 99, 100, 101, 103, 105, 107,
108, 109, 110, 111, 112, 115, 116, 121,
122, 127, 128, 129, 130

73–76, 167/168,
189, 172–174,
189/190

38–48

Tetra-chord 5: 37

Tetra-chord 4: 35

13 Tetra-chord 1: 7
28–34, 45/46,
115/116, 121/122
(All Bmin. with
Tetra-chord 2: 30, 69, 116
G#)
Tetra-chord 3: 32, 34, 46, 122
56 (Fmin. with D)
63–66 (Emin.
with Bb)

Tetra-chord 6: 50, 56 (from Bb)
Tetra-chord 7: 66
Tetra-chord 8: 70

9
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Work

Rito De Los
Orishas

Year

Movements

II

III

1993 I

Total
Bars
52

123

88

0 Tetra-chords 1: 19–21

Tetra-chord 5: 105

Tetra-chord 4: 83

Tetra-chord 3: 75

Tetra-chord 2: 18 (from G#), 22
+ 99 (from C#), 30 + 70 + 72 +
110 + 112 (from G#)

9 Tetra-chord 1: 17, 19, 29, 31

Tetra-chord 2: 31

23 Tetra-chord 1: 6 + 10 + 41
(from Eb), 24 + 33 (from C#),
26 + 35 (from G#)

Unconventional % Tetra–chord figures
harmonisation
5/6, 9/10, 40/41
(F lydian
supporting
Ebmin.)
23/24, 32/33 (F
Lydian
supporting C#
min.or)
25/26 (F Lydian
supporting G#
min.or)
63–68 (G#
supporting D
min.or), 94–99
(F Lydian
supporting C#
min.or)

No

Tetra-chord 2: 28 + 57 + 61 +
64 + 66 (from Bb),
35 (from C#)
Tetra-chord 3: 61/62
Tetra-chord 4: 40
Tetra-chord 5: 49, 55
Tetra-chord 6: 63, 65

6 19 (indication), 26
(vivace), 55, 80 (end)

6 74 (Change to F)

13 No

% non– Abrupt sectional
mov. modulation
15

11

15

10

0 5, 9, 13, 14, 15, 16, 17, 19, 20, 23, 25,
27, 30, 31, 32, 34, 40, 44, 45, 46, 47

% Use of non– Scalar and non–triadic
movement?

40

% % no
scale
accomp.

Amt. Pent. Pentatony

0 No

38

0

40

62

0 C# min. pent.:
26/27

40

62

1

0 No

D min. pent.:
63, 64, 65

4 1, 2, 3, 4, 6, 7, 8, 9, 11, 12, 13, 14, 15,
16, 17, 19, 20, 21, 23, 24, 25, 26, 27,
28, 29, 31, 32, 36, 39, 40, 41, 42, 43,
44, 46, 47, 48, 49, 51, 52, 53, 54, 56,
57, 58, 59, 60, 61, 62, 71, 73, 76, 77,
78, 79, 80, 88, 89, 90, 91, 92, 93, 94,
95, 96, 97, 98, 100, 101, 111, 113, 114,
115, 116, 118, 120, 122

4

0 6, 14, 15, 16, 17, 18, 19, 21, 28, 29, 30,
35, 36, 38, 40, 42, 44, 46, 49, 57, 58,
59, 61, 62, 63, 64, 65, 66, 67, 69, 72,
74, 76, 77, 83, 88
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Work

Year

Movements

II

Total
Bars
166

Tetra-chord 3: 41

Tetra-chord 2: 36, 37

10 Tetra-chord 1: 10,

Unconventional % Tetra–chord figures
harmonisation
35, 38, 40,
93/94, 120/121,
123/124,
132/133, 138,
141/142,
144/145,
146/147
Tetra-chord 4: 35 (C#), 38 + 40
(from Ab), 55 + 56 + 77 + 78 +
79 + 80 + 81 (from D), 85
(from c), 93/94 (from Bb), 105
+ 106 (from D)
98
149

% non– Abrupt sectional
mov. modulation
12

7 11 (danza I), 55 (danza
II), 85 (evocation), 101
(evocation 2), 120
(danza III), 157 (end)

11

Amt. Pent. Pentatony

6

4 F maj. pent.
without a 3rd:
11, 12, 13, 14,
17, 18, 26, 27,
28, 43, 44 (all
above in a D
centre, modal
use), 2, 47, 77
D min. pent.:
50–52, 57–60,
86–89 (all in
lower line),
55, 56, 61, 63,
65, 67, 68, 69,
71, 73
A min. pent.:
85 (portion of
large bar)
A min. pent.
without a 3rd:
112, 113
E min. pent.:
120, 121, 123,
124, 125, 127,
129, 132, 133,
134, 136, 138,
141, 142, (all
lower line)
143/151

% Use of non– Scalar and non–triadic
movement?

71

% % no
scale
accomp.

71

36 1, 2, 3, 4, 5, 6, 7, 9, 10, 11, 12, 13, 14,
15, 16, 17, 18, 20, 21, 22, 23, 24, 25,
26, 27, 28, 29, 30, 31, 32, 35, 36, 37,
38, 39, 40, 41, 42, 43, 44, 45, 46, 47,
48, 50, 51, 52, 53. 54, 55, 56, 57, 58,
59, 60, 61, 62, 63, 64, 65, 67, 68, 69,
70, 71, 72, 73, 76, 77, 78, 79, 80, 81,
82, 83, 84, 85, 86, 87, 88, 89, 90, 91,
92, 93, 94, 95, 96, 97, 98, 99, 101, 102,
103, 104, 105, 106, 107, 109, 111, 112,
113, 114, 115, 116, 117, 118, 119, 130,
139, 143, 146, 147, 148, 149, 151, 152,
153, 159
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